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Introduction  
“When I began researching the iconography of Minoan and 
Mycenaean art it very soon became clear to me that the Aegean 
artistic world could not, for all its originality, be considered in 
isolation but needed to be seen against the backdrop of the wider 
Bronze Age world and in that continuum of artistic inspiration.”1 
 
In a globalizing world, where experiencing new cultures is on a lot of bucket lists, 
the study of cultural interaction has become very popular. In our modern day and 
age, we like to project this etic phenomenon of our modern day globalization onto 
the ancient world. And not without avail, research has found that cultural 
interaction did indeed take place in the ancient world, although we need to keep in 
mind that the emic perspective might have been a bit different from our own.2 The 
people living in ancient times might not have perceived their culture as static and 
may not have had the desire to make it so. This desire is however quite frequently 
expressed in our modern world. Nowadays culture is sometimes seen as something 
that stops at the country border, as something that must be protected from foreign 
influences lest we lose it forever and culture is seen as something that makes us feel 
more connected as a nation. But the people living in ancient times might not have 
thought of their culture as being purely Greek or Egyptian. Their culture might not 
have stopped at artificial borders, assuming such a border even existed in the first 
place. 
However, this does not mean that intercultural contacts did not exist.3 The 
rulers of the Bronze Age exchanged correspondence and gifts with one another. 
They clearly regarded themselves as leaders of a group and other rulers as leaders of 
                                                
1 J.L. Crowley, The Aegean and the East: An Investigation into the Transference of Artistic Motifs 
2 For examples see: A. Aherns, ‘Aegyptiaca in the Northern Levant: New Insights into the 
Contextualization and Reception of Egyptian and Egyptianizing Objects During the Bronze 
Age’, Journal of Ancient Egyptian Interconnections 5.4 (2013), 1-2, or F.G. Naerebout, ‘How do 
you want your goddess? From the Galjub Hoard to a general vision on religious choice in 
Hellenistic and Roman Egypt’, in: L. Bricault and M.J. Versluys (eds.), Isis on the Nile: 
Egyptian gods in Hellenistic and Roman Egypt: proceedings of the IVth International conference of 
Isis Studies, Liège, November 27-29, 2008, Michel Malaise in honorem (Liège 2010) 55-74.  
3 F.G. Naerebout and M.J. Versluys, ‘‘L’acculturation n’est qu’un mot.’ Cultuurcontact en 
acculturatieprocessen in de oudheid: een inleiding’, Leidschrift 21.3 (2006), 10-14. 
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another.4 Culture is people sharing values, norms and language and sharing the 
same history.5 The borders between cultures might not always have been clearly 
defined, but antiquity certainly had groups of people which shared these things 
within their own group and not with others outside that group. And these cultures 
interacted with one another during the Bronze Age.6  
 There was in fact a lot of intercultural interaction in the Eastern 
Mediterranean during the Bronze Age. During this period ships filled with 
luxurious gifts and exotic merchandise were plying the seas.7 However, this transfer 
of material culture did not only occur through trade or gift exchange, but also 
through warfare and travelling craftsmen. The transfer of non-material culture also 
took place, for example through the transfer of techniques and ideas.8 This could 
also take the form of motif transference. The phenomenon of motif transference was 
not a smooth process, it occurred in intensive bursts during times of stability, 
although the process never died down completely during times of upheaval.9  
The chronological limits of this study are that of the Bronze Age in the 
Eastern Mediterranean (c. 3000-1200 B.C.) and in particular the Middle and Late 
Bronze Age (c. 2200-1200 B.C.). The first concrete archaeological evidence for contact 
between Crete and the East dates from c. 1800-1600 B.C. Crete did not have many 
raw materials and thus Minoan tradesmen set sail to the Levant and Egypt to get 
silver, copper, tin, ivory and various precious stones. They brought timber, textiles, 
                                                
4 This can for example be seen in the way the Egyptians depicted Asiatics and “Keftiu” 
(people from Crete) in their tombs at Thebes. They often had a different skin colour, 
different style of dress and different hairstyles than the Egyptians depicted in the same wall 
paintings. For more information on this see W.D. Niemeier and B. Niemeier, ‘Minoan 
Frescoes in the Eastern Mediterranean’, in: E.H. Cline and D. Harris-Cline (eds.), The Aegean 
and the Orient in the Second Millennium, Proceedings of the 50th Anniversary Symposium, 
University of Cincinnati, 18-20 April 1997 (Liège 1998), 94. 
5 F.G. Naerebout and M.J. Versluys, ‘L’acculturation n’est qu’un mot.’, 14. 
6 M.H. Feldman, ‘Luxurious forms: Redefining a Mediterranean "International Style," 1400-
1200 B.C.E.’, Art Bulletin 84.1 (2002), 9. 
7 E.H. Cline, ‘Rich beyond the Dreams of Avaris: Tell El-Dab'a and the Aegean World: A 
Guide for the Perplexed’, The Annual of the British School at Athens 93 (1998), 216. 
8 E.H. Cline, ‘Aegean-Near East Relations in the Second Millennium B.C.’, in: J. Aruz, S.B. 
Graff and Y. Rakic (eds.), Cultures in Contact: From Mesopotamia to the Mediterranean in the 
Second Millennium B.C. (New York 2013), 26. 
9 Crowley, The Aegean and the East, 288. 
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weapons and decorated pottery in exchange.10 But the trade within the Eastern 
Mediterranean was not limited to physical objects alone, techniques and motifs were 
also exchanged. There are four periods in which the transference of motifs between 
the Aegean, Egypt and the Near East was very prevalent.11 The first is during the 
Cretan Pre-Palatial Period (c. 2700-1900 B.C.) and the second was during the Old 
Palace Period (c. 1900-1700 B.C.). During these two periods the first motif 
transferences took place. During the second period Egypt had a lot of influence on 
Syria and via Syria these influences extended to the Aegean. During the third period 
(c. 1700-1600 B.C.) there were direct contacts between Crete, mainland Greece, Egypt 
and the Near East in which the sharing of motifs in all directions becomes more 
prevalent. And in the fourth period (c. 1400-1200 B.C.) motifs were frequently shared 
throughout the Eastern Mediterranean.12  
Because this interdisciplinary study investigates the transference of art some 
terminology needs to be defined first: the most important term being “motif”, 
because this is an essential part of the material used in this study. The term motif is 
used to describe a distinctive artistic design with clearly identifiable elements, for 
example a sphinx or a rosette. A motif can be used in isolation, but it can also be part 
of a bigger design and be related to other motifs. Motifs are often used for many 
generations, which brings us to another important term: “artistic tradition”.13 The 
artistic tradition is also known as the regional or national style and is linked to a 
certain geographical area.14 A set of motifs, themes and artistic techniques is used, 
which together define the artistic tradition of a certain region.15 However, it is not 
                                                
10 L.V. Watrous, ‘Egypt and Crete in the Early Middle Bronze Age: A case of trade and 
cultural diffusion’, in: E.H. Cline and D. Harris-Cline (eds.), The Aegean and the Orient in the 
Second Millennium, Proceedings of the 50th Anniversary Symposium, University of Cincinnati, 18-
20 April 1997 (Liège 1998), 20. 
11 The transference of motifs cannot take place without intercultural contact. A culture comes 
into contact with other motifs mostly through trade, such as textiles and pottery. But 
foreigners can also share their knowledge of their artistic tradition.  
12 Crowley, The Aegean and the East, 288. 
13 Ibidem, 2. 
14 M.H. Feldman, Diplomacy by Design: Luxury Arts and an "International Style" in the Ancient 
Near East, 1400-1200 BCE (Chicago 2006), 30. 
15 Some motifs are only found in one particular artistic tradition, while other motifs can at 
times be found in multiple artistic traditions. However, in most cases these shared motifs 
derive from one artistic tradition and then get adopted by another artistic tradition. Motif 
transference of the motifs studied in this thesis will be discussed in more detail in chapter 2. 
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just the aesthetics that matter, the social structure and religious beliefs of a region 
also influence the subjects which are being depicted in the artistic tradition.16  
Besides the acculturation between two cultures, it is also possible for cultural 
interaction to take place between three or more cultures. This is reflected in the art of 
the Bronze Age, in which some motifs were shared by the artistic traditions of the 
Aegean, the Near East and Egypt.17 The transfer in style as well as technology and 
iconography created a new level of hybridity that lasted until the end of the Late 
Bronze Age.18 In the 1960s William Stevenson Smith was the first to use the term 
“international style” to describe this combination of artistic elements which derived 
from different artistic traditions.19 But scholars do not seem to agree on the precise 
definition of the international style and even the term itself is up for discussion.20 In 
general the international style is described as a group of luxury items that are 
portable and do not seem to belong to one particular artistic tradition. The objects 
share many motifs and it is therefore difficult to determine the place of origin of the 
objects.21 
But the objects which are considered to belong to the international style, were 
not the only ones displaying a common style. Throughout the Eastern 
Mediterranean frescoes were found with motifs from the Aegean artistic tradition, 
which were produced during the Middle and Late Bronze Age. They are found in 
                                                                                                                                                  
For more information on the transference of artistic motifs and examples of motifs and their 
origin see J.L. Crowley, The Aegean and the East: An Investigation into the Transference of 
Artistic Motifs between the Aegean, Egypt, and the Near East in the Bronze Age (Jonsered 1989). 
16 Crowley, The Aegean and the East, 3. 
17 Ibidem, 1. 
18 A. Brysbaert, The Power of Technology in the Bronze Age Eastern Mediterranean: The Case of the 
Painted Plaster (London 2008), 78. 
19 W. Stevenson Smith, Interconnections in the ancient Near-East: A Study of the Relationships 
between the Arts of Egypt, the Aegean, and western Asia (New Haven 1965), 97. 
20 All of which will be discussed in more detail in chapter 3. The terms national and 
international style are obviously problematic, since nations were not as clearly defined in 
antiquity as they are nowadays. As mentioned before, the physical and cultural borders 
were not that well defined then as they are now. National is used in this instance to describe 
a large group of people who share a culture and language and inhabit a particular 
geographical area and does not focus on nation states as we define them today, with 
guarded borders, citizenships and passports. International meaning across or between these 
groups of people. These terms are problematic, but there just simply are not any good 
alternatives or synonyms to create a concise term. There are several synonyms for the term 
international style, but they all involve the word international.  
21 Crowley, The Aegean and the East, 221.  
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geographically important cities, which were located along important trade routes. 
These paintings were found at Alalakh, Miletus and Hattusa in Turkey, Qatna in 
Syria, Tel Kabri in Israel, Tell el-Dab’a, Malkata and Amarna in Egypt and display 
hybrid influences in iconography as well as technology.22 
This interdisciplinary study examines the phenomenon of motif transference 
between the Aegean, the Near East and Egypt during the Bronze Age. By using 
archaeology, Egyptology, ancient history and art history, its goal is to determine if 
the much-debated international style at present has a too narrow definition which 
might need to be expanded to include these frescoes. This study tries to determine 
whether or not the palatial art found in the Eastern Mediterranean can be seen as a 
part of the international style. The methodology used in this study is that of 
iconographical analysis. The motifs used in the Minoan and Mycenaean artistic 
traditions in the Aegean are compared to the Egyptian, Mesopotamian, Syrian, 
Hittite and Palestinian artistic traditions of the East.23 The motifs used in the palatial 
paintings are identified and connected to the major artistic traditions to study the 
transference of the motifs.  
Janice Crowley studied these iconographic interconnections between the 
Aegean, Egypt and the Near East.24 She identified three areas for future research: 
reassessment of iconographic interconnections at certain sites, finding out who was 
in contact with whom in order to understand artistic interconnections and more 
discussion on the significance of the acceptance and rejection of artistic 
transferences.25 This study looks at all three of these areas: the palatial art needs to be 
reassessed in order to identify if the motifs used are part of an acculturation process 
or if the motifs derive from more than two artistic traditions. This issue cannot be 
fully addressed without looking at the international connections during the Bronze 
Age. Looking at which motifs were used and which were rejected could shed light 
on why these palatial paintings were made and whether or not they can be seen as 
part of the international style. 
                                                
22 Brysbaert, The Power of Technology, 83. 
23 Crowley, The Aegean and the East, 5. 
24 J.L. Crowley, ‘Iconography and Interconnections’, in: E.H. Cline and D. Harris-Cline (eds.), 
The Aegean and the Orient in the Second Millennium, Proceedings of the 50th Anniversary 
Symposium, University of Cincinnati, 18-20 April 1997 (Liège 1998), 177. 
25 Crowley, ‘Iconography and Interconnections’, 180. 
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In the last sixty years a lot of ground has been covered with regard to the 
relationship between the Aegean on the one hand and Egypt and the Near East on 
the other. However, there still remains more ground that needs to be covered. By 
comparing the different palatial paintings it might be possible to tell if there was an 
order in which they were painted. This could suggest that one painting might have 
led to another (Chapter 1). And it might answer the question: why do we find these 
Minoan inspired paintings throughout the Eastern Mediterranean? Chapter 2 looks 
at the different motifs that are used in the palatial paintings and what this says about 
the artisans who made these paintings. Chapter 3 examines whether or not the 
palatial paintings belong to the Minoan artistic tradition or if other artistic traditions 
can be identified as well. Which will lead to the question about whether or not the 
palatial paintings are the result of acculturation between the Aegean and the 
indigenous tradition or that they should be seen as part of the international style 
(Chapter 4).  
By answering these questions this interdisciplinary study can contribute to 
our understanding of the interconnections in the Eastern Mediterranean during the 
second millennium B.C., especially with regards to artistic transferences and palatial 
art. This study can add to the debate about the postulated existence of the Bronze 
Age international style, which at present remains ill defined. Furthermore, it can 
shed some light on the role of palatial art within this international koine. 
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Chapter 1: Palatial Art in the Bronze Age 
This chapter will look at the what, where, when and why of the palatial paintings. 
Some palatial paintings will be discussed more extensively than others, since the 
available information varies significantly from palace to palace. This is due to the 
fact that some excavations are still ongoing, some findings might not have been 
published yet, but also because some palatial paintings are more fragmentary than 
others or because excavations cannot take place due to the current local socio-
political circumstances. It is very likely that more will be published on this subject in 
the near future, but for now this research will look at the palatial paintings found at 
Qatna, Tel Kabri, Alalakh, Tell el-Dab’a, Malkata and Amarna (Map 1).26 
 
During the end of the third millennium B.C. there was a burst of urbanism in the 
Levantine region. However, this burst was eventually followed by a widespread 
collapse of the cities. The second millennium witnessed a revival of urbanism, which 
coincided with the expansion of the regional powers.27 With the revival of these 
powers, trade became very important and frequent encounters between East and 
West made for a lively exchange in objects. Aegean objects imported into Egypt and 
the Near East and Near Eastern and Egyptian objects found in the West show that 
both sides had a taste for exotic objects.28 During the Middle and Late Bronze Age, 
the Minoans were in contact with most of the Eastern Mediterranean. Around 1700 
B.C. most of the palaces on Crete were destroyed during an earthquake and these 
needed to be rebuilt before Crete could start focussing on its international relations 
                                                
26 The palatial paintings in Qatna, Tel Kabri, Alalakh and Tell el-Dab’a are generally 
described as “Minoan” paintings. The palaces at Malkata and Amarna have been excavated 
and published, however, the possible Minoan elements in these paintings have been 
mentioned only briefly. They were not the main focus of the research which was being 
conducted at the sites. The palaces of Qatna, Tel Kabri, Alalahk and Tell el-Dab’a are often 
mentioned together. The Malkata and Amarna palaces are rarely included in this list. 
Someone who does add these two palaces to the list of Minoan palace paintings is Brysbaert, 
The power of technology, 83.  
27 M.H. Feldman, ‘Frescoes, Exotica and the Reinvention of the Northern Levantine 
Kingdoms during the Second Millennium B.C.E.’, in: M.H. Feldman and M. Heinz (eds.), 
Representations of political power: case histories from times of change and dissolving order in the 
ancient Near East (Indiana 2007), 53-54. 
28 H. Kantor, ‘The Aegean and the Orient in the Second Millennium B.C’, American Journal of 
Archaeology 51 (1947), 56. 
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again. Later on in the second millennium B.C., the Greek mainland invaded the 
island and this resulted in the Mycenaean rule over the Minoans.29  
Between 1600 and 1200 B.C. the Eastern Mediterranean became a complex 
international world in which the Minoans, Mycenaeans, Hittites, Assyrians, 
Babylonians, Canaanites, Cypriotes and Egyptians all interacted with one another.30 
This lasted until around 1200 B.C. when these civilizations collapsed.31 This 
interaction is reflected in the trend of extensively decorated palaces, which can be 
found throughout the Eastern Mediterranean. Lavishly decorated palaces must have 
been popular during the Bronze Age, since the King of Ugarit wrote to the King of 
Mari in 1750 B.C. asking him if he could see his famous palace paintings. It is 
possible that he wanted to see these paintings in order to get some inspiration for his 
own palace.32 It is perhaps in the context of this trend and of an international ancient 
world that we should look at the Aegean style palatial paintings in the Eastern 
Mediterranean.33 They reflect the international connections that were so important 
during the Middle and Late Bronze Age.34  
I am using the term “Aegean style” or “Aegean artistic tradition” here, 
because it is not always easy to distinguish between the two major traditions in the 
Aegean region (Minoan and Mycenaean) when referring to the entire collection of 
palatial paintings displaying Minoan or Mycenaean elements. Especially since the 
time period discussed includes the Middle and Late Bronze Age.35 The motifs that 
are used in these palatial paintings as well as the technique correspond more closely 
                                                
29 E.H. Cline, 1177 B.C.: The Year Civilization Collapsed (Princeton 2014), 20. 
30 Cline, 1177 B.C., 171. 
31 The exact cause of the collapse of the civilizations of the Late Bronze Age remains 
unknown. But it seems that the cultures of the Eastern Mediterranean were intertwined to 
such a degree that the fall of one of them, be it through a disaster created by man or by 
nature, brought down the others as well. For more information see: E.H. Cline, 1177 B.C.: 
The Year Civilization Collapsed (Princeton 2014). 
32 E.H. Cline and A. Yasur-Landau, ‘Aegeans in Israel: Minoan Frescoes at Tel Kabri’, Biblical 
Archaeology Review 39.4 (2013), 37. 
33 I use the term Aegean style paintings here to describe the palatial paintings at Qatna, Tel 
Kabri, Alalakh, Tell el-Dab’a, Malkata and Amarna. Aegean style referring here to the most 
dominant artistic tradition found in these paintings. 
34 Cline, 1177 B.C., 42. 
35 Chapter 2 will look into the different elements of the paintings and their origin. 
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with the Aegean artistic tradition than with the artistic traditions of the Near East or 
Egypt.36 
The Aegean style fresco paintings can be seen as a coherent group based on 
their shared motifs, the style of depiction and the techniques used. All paintings 
were executed, either in their entirety or partially, in the true fresco technique.37 Al 
fresco is a painting technique whereby the paint is applied onto a damp plaster 
surface. This opposed to the al secco technique whereby the pigment is applied onto a 
dry surface.38 A combination of fresco-secco can also be used, whereby a part of the 
painting is executed in the al fresco technique and the other part al secco.39 A 
technique that is often used together with the al fresco technique is the use of string 
guidelines. The strings were snapped or pressed against the damp plaster in order to 
make it easier for the artists to work and to get the proportions of the paintings 
right.40  
The technique of painting on damp plaster without using a binding medium 
is unusual in Egypt and the Near East and the use seems to be restricted to palatial 
structures, thus their use is connected to the ruling elite. However, the fresco 
technique is often used in the Aegean. Thus, we see that these wall paintings are 
restricted to a particular type of building, namely palatial structures. The fact that 
these frescoes are present in the same type of building shows that they serve a 
similar purpose. They are associated with a group which is very powerful and has a 
lot of authority. The palaces are an expression of that power and are an ideal way to 
showcase this authority.41 
1.1 Alalakh 
Wall paintings in Aegean style have been found in several palaces in the Eastern 
Mediterranean. The first discovery was made at Tell Atchana in Turkey, the ancient 
city of Alalakh, located in the northern Levant on the Amuq plain. It is located along 
one of the principal trading routes between Mesopotamia and the rest of the 
                                                
36 Feldman, ‘Frescoes, Exotica and the Reinvention of the Northern Levantine Kingdoms’, 43. 
37 Ibidem, 42. 
38 This can be any kind of material: Lime, wood, canvas, gypsum et cetera. 
39 Brysbaert, The Power of Technology, 17. 
40 Feldman, ‘Frescoes, Exotica and the Reinvention of the Northern Levantine Kingdoms’, 42. 
41 Ibidem, 44-53. 
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Mediterranean.42 These wall paintings are of great importance to this study, because 
they are one of the oldest found so far. Together with the wall paintings at Qatna, 
Tel Kabri, Tell el-Dab’a, Amarna and Malkata they contribute to the discussion 
about technological and artistic transfer in the Eastern Mediterranean.43 The wall 
paintings were painted in the fresco technique, a technique quite unknown in the 
Near East and Egypt before the Hellenistic period.44 
The wall paintings were discovered by Sir Leonard Woolley during 
archaeological campaigns in the 1930s and 1940s. The tell, an artificial mound 
formed by the occupation of a site over a long period of time, was made up out of 17 
strata and contained a palace in stratum VII and IV.45 The wall paintings derived 
from the palace on level VII, in particular from two rooms, Room 5 which Woolley 
named the “Chamber of Audience” and from a large room above the magazines 
which Woolley called the “Great Salon”.46 The palace spanned about a 1000 square 
metres and was constructed upon three terraces. Woolley published photographs of 
the fragmented frescoes in 1955, the fragments themselves are now located in the 
Ashmolean Museum in Oxford.47  
There has been a debate about the direction of transfer of the technique and 
the motifs used in the Aegean style palace paintings. There were those who believed 
the transfer went from West to East and those who believed the transfer went from 
East to West.48 Woolley recognized the similarities with the paintings found on 
Crete, and he argued that the transference of motifs went from East to West, rather 
than from West to East. He believed that the palace of level VII belonged to Yarim-
                                                
42 Brysbaert, The Power of Technology, 97. 
43 Ibidem 98. 
44 W.D. Niemeier and B. Niemeier, ‘Minoan Frescoes in the Eastern Mediterranean’, in: E.H. 
Cline and D. Harris-Cline (eds.), The Aegean and the Orient in the Second Millennium, 
Proceedings of the 50th Anniversary Symposium, University of Cincinnati, 18-20 April 1997 (Liège 
1998), 71. 
45 P. Pfälzner, ‘The Qatna Wall Paintings and the Formation of Aegeo-Syrian Art’, in: J. Aruz, 
S.B. Graff, and Y. Rakic (eds.), Cultures in Contact: From Mesopotamia to the Mediterranean in 
the Second Millennium B.C. (New York 2013), 200. 
46 C.L. Woolley, C.J. Gadd and R.D. Barnett, Alalakh: An Account of the Excavations at Tell 
Atchana in the Hatay, 1937-1949 (London 1955), 229-230. 
47 Brysbaert, The Power of Technology, 98. 
48 E.J.W. Barber, Prehistoric textiles: the development of cloth in the Neolithic and Bronze Ages: with 
special reference to the Aegean (Princeton 1991), 148. 
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Lim and that it predates the frescoes on Crete by more than a century. Artists would 
have travelled from the Levant to Crete to decorate the Minoan palaces.49  
However, Wolf-Dietrich and Barbara Niemeier also studied the wall paintings 
of Alalakh in the 1990s and concluded that these frescoes must have been inspired 
by the Aegean. They found that the date suggested by Woolley of circa 1780 to 1730 
B.C. was too early. According to Niemeier and Niemeier the palace must have been 
destroyed between circa 1650 and 1575 B.C. Based on these new dates the palace was 
no longer much older than the Cretan frescoes, but still somewhat older.50 Thus, the 
dating of the palace did not provide a clear answer with regards to the direction of 
the transference of the motifs.51 
The paintings did not only show transfer of knowledge, but also transfer of 
material and technique. The direction of technological transfer suggests a movement 
from West to East, because the mixture of the plaster that was used, as well as the 
pigments, both originate on Crete. Alalakh shows more similarities with the early 
Minoan sites when it comes to techniques and material. This opposed to Tell el-
Dab’a, Qatna, Tel Kabri, Amarna and Malkata which seem to have more similarities 
with the Greek mainland sites. If the high chronology dating is followed Alalakh 
and Tel Kabri fall into the earlier group, while Tell el-Dab’a, Qatna, Amarna and 
Malkata are of a later date.52  
The fragmentary state of the Alalakh wall paintings makes it difficult to make 
a solid comparison of the motifs with the Cretan frescoes.53 Woolley found that some 
of the fragments had red bands on a white background, while others had a greenish-
grey background. The Niemeiers identified a wing tip of a griffin. The yellow-brown 
horn of a bull was also identified by them. The position of the horn makes it more 
likely that only a bull’s head was depicted rather than an entire bull.54 The griffin 
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and the bull’s head are typical Aegean motifs.55 White grasses on a red background 
which appear to be moving in the wind are also seen at Alalakh (Plate 1). It is a 
typical motif for Minoan art and “not to be found in the arts of the Ancient Near 
East”.56 However, the element most similar in style to the Minoan palace paintings 
are the spikey-leaved plants that were depicted at Alalakh.57  
1.2 Qatna 
In 2000, wall paintings were discovered at the palace in the ancient city of Qatna, in 
Western Syria. Qatna was located at the crossroads of two major trading routes: the 
trading route between Anatolia and Egypt and between Mesopotamia and the 
Mediterranean Sea.58 The wall paintings found at Qatna resemble the palace frescoes 
found in the Aegean. Most of these paintings were found near room N in the north-
western part of the palace, but fragments of these paintings were found in all parts 
of the palace. This suggests that many of the rooms in the palace were decorated 
with extensive wall paintings.59 The first few fragments of painted plaster were 
discovered in the 1920s by Robert Du Mesnil de Buisson, but during renewed 
excavations between 2000 and 2004, more than 3000 fragments were found at the 
palace.60 Their discovery provides evidence for close interaction between the Aegean 
and inland Syria. They also stimulated discussion on cultural contact, technological 
transfer and artistic interaction between Syria and the Aegean.61 
Fire damage is visible on some of the fragments, which therefore can be dated 
to the destruction of the palace during the mid-fourteenth century B.C. However, the 
date of production is difficult to assess. The palace itself was built during the Middle 
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Bronze age.62 According to von Rüden the painting could not have been made long 
before the destruction, since there are hardly any signs of wear. Bietak agrees based 
on the limited durability of painted plaster on mud brick walls, which is the case at 
Qatna. Pfälzner on the other hand suggests that the paintings might be older, dating 
from the sixteenth century B.C., based on the iconographical and stylistic similarities 
to the Late Minoan IA paintings found on Crete.63 
Furthermore, the close similarities between Qatna and Alalakh suggest that 
these paintings might be made around the same time. The argument that painted 
plaster would not stick long enough to mud brick walls in order for it to be durable 
is not necessarily the case at Qatna. The wet lime plaster was pressed into holes 
located in the mud brick wall in order to create a kind of spikes, which bent slightly 
downwards. This fixed the plaster to the mud brick wall.64 However, the stylistic 
similarities also do not necessarily mean that the paintings were made during the 
sixteenth century B.C. It would still be possible for artisans to copy this sixteenth 
century style during the fourteenth century B.C.  
 On some of the fragments the imprint of a string can be seen, a technique 
used for orientation in fresco paintings. There are also depressions created by a 
brushing motion, which can only be made when the surface is still damp. These 
techniques are originally used in the Aegean and are first seen at the palaces of 
Alalakh and Qatna.65 Amongst the fragments several landscapes can be identified. 
One of the landscapes depicts palm trees and rock formations with a double running 
spiral below. Several fragments could be pieced together to form part of an 
underwater landscape. Two turtles are shown to making their way along a shore 
with vegetation. Further on another turtle together with a crab, a dolphin and a fish 
can be seen. The fish and the dolphin are surrounded by a red background, which is 
not seen in Syrian art but widespread in the Aegean.66 The fact that a lot of the 
painting is related to water seems to be a conscious choice, since room N was 
                                                
62 C. von Rüden, A. Brysbaert and I. Weisser, Die Wandmalereien aus Tall Mišrife/Qatna im 
Kontext überregionaler Kommunikation (Wiesbaden 2011), 7. 
63 Pfälzner, ‘The Qatna Wall Paintings’, 201-202. 
64 Ibidem, 201-202. 
65 von Rüden, Brysbaert and Weisser, Die Wandmalereien aus Tall Mišrife, 8. 
66 Ibidem, 7. 
  20 
situated close the room U which contained the palace well. However, the specific 
function of room N remains unknown.67  
The main colours used at Qatna are red, white, blue, yellow and black and in 
some cases also brown, orange, purple and green. Besides the use of colour, the 
Aegean style is reflected in the Qatna wall paintings through the spiral frieze 
borders, the rocky landscapes and the red-brown bands along the paintings. The two 
parallel red and brown bands form a border around a scene; this is often seen on 
Minoan frescoes. There are also a lot of water animals and blue is used to depict 
plants instead of green. Although there are some clear Aegean elements to be found 
in the wall paintings of Qatna, not all motifs come from the Aegean. The turtle and 
the crab do not derive from Aegean iconography, but the turtle is known in Near 
Eastern art, although it is not used in wall paintings. It seems like the water 
landscape of Room N was quite a spontaneous painting with a mixture of 
elements.68  
To summarize, there are several motifs in the Qatna paintings that can be 
classified as Aegean rather than Syrian, but there are also elements that do not 
comply with the Aegean artistic conventions.  
1.3 Tel Kabri 
Tiny fragments of Aegean style paintings were found in a secondary context at the 
palace at Tel Kabri, in the southern Levant. Tel Kabri was probably the commercial 
and administrative centre of the Akko Valley and a gateway between Anatolia, 
Cyprus and the Aegean.69 It is located along the Via Maris, one of the most 
important trading routes of the Near East.70 Besides the paintings, hardly any other 
Aegean products were found at the Tel Kabri settlement. At least nothing to indicate 
that Minoans or Aegeans had settled at the site. 71 The same is true for the other sites 
where Aegean style paintings have been found.  
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The palace and the city were destroyed around 1600 B.C.72 The palace is 
therefore not very well preserved with only a few rooms surviving. The layout of the 
palace has been compared to that of Alalakh, since there are some similarities 
between the two buildings, including the arrangement of the central court and 
ceremonial suite.73 Excavations have been taking place at the site since 1986 by the 
Archaeological Institute of Tel Aviv University, which were led by Kempinski. In 
1989 the Archaeological Institutes of Tel Aviv and Freiburg joint forces on the 
excavation and discovered the Aegean style paintings.74 In 2005 excavations were 
renewed by Yasur-Landau from the University of Haifa and Cline from George 
Washington University. During the 2009 and 2011 excavation seasons, more 
fragments of painted plaster were found and further excavations are still ongoing.75 
However, not only 2000 fragments of Aegean style wall paintings were found 
at Tel Kabri, the floor of the ceremonial hall was also decorated in this style. 
Unfortunately, the floor is not very well preserved. The uppermost layer is broken at 
most places and the surface is very worn, which makes sense for a floor that is being 
used, but it makes it difficult to recognize the motifs. The floor and wall paintings 
have been painted in the true fresco technique. String impressions have also been 
found on the fragments. The colours found on the wall and floor paintings are red, 
yellow, brown, grey, black and blue, similar to those used in Aegean wall paintings. 
However, the blue paint was unusual for this period in Israel.76 The natural 
pigments that were used to paint with are the same as found throughout the entire 
Near East, Aegean and Egypt.77 The floor was decorated with a checkerboard motif 
and many of these squares where filled with floral motifs, such as blue iris blossoms 
(Plate 2) and yellow crocuses, while other parts of the floor were decorated to imitate 
marble.78 Depicted landscapes on the wall paintings included parts which were 
spotted with brown colour in knob-like protuberances representing a rocky shore. 
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There are also other fragment representing hills, boats, a griffin, a swallow and a 
town.79 
1.4 Tell el-Dab’a 
Comparing Aegean and Egyptian wall paintings is difficult due to the differences in 
function and context. Most paintings in Egypt come from tombs, while Aegean 
paintings mainly derive from palaces and country villas. Palatial art is rarely found 
in Egypt, even though most capital cities would have had numerous palaces which 
all had their own specific function.80 During the early New Kingdom palaces were 
decorated with Minoan style wall paintings. The first palace decorated in this style 
in Egypt is found at Tell el-Dab’a. The palaces at Malkata and Amarna continued in 
this fashion.81 The contact between Egypt and the Aegean was mostly likely indirect 
between 2000 and 1600 B.C., since the Aegean people are hardly mentioned in texts 
or depicted on the walls of tombs. However, it seems that there was the occasional 
direct contact between the Aegean and Egypt during the Middle Kingdom, since 
imitations of Aegean textile patterns were used to decorate tomb ceilings at Beni 
Hasan.82 The contact between the Aegean and Egypt intensified during the 
Eighteenth Dynasty.83 
 Tell el-Dab’a is located in the Nile Delta, on the eastern branch, about sixty 
kilometres inland.84 It was an important centre of trade between the rest of Egypt, 
the Levant, Cyprus and the Aegean during the Middle and Late Bronze Ages.85 The 
excavations at Tell el-Dab’a by the Austrian Archaeological Institute in Cairo have 
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produced many important finds and the excavations are still ongoing.86 In 1989 
excavations started at the western edge of Tell el-Dab’a. During these excavations, 
two palatial buildings were discovered, one on top of the other. The lower palace 
was dated to the Hyksos period (c. 1600-1500 B.C.), while the second one was dated 
to the early Eighteenth Dynasty Thutmoside Period (c. 1500-1400 B.C.). Manfred 
Bietak has divided the Thutmosid palace into three palatial structures: F, G and J.87 
In Palace F and G thousands of fragments of painted plaster were found in a 
secondary context within a rubbish heap, with most of the fragments associated with 
Palace F.88  
Little is known about the motifs used in Palace G, because no large rubbish 
heap was found outside of this palace. Bietak thinks that since mud plaster has been 
used for Palace G instead of lime plaster these paintings might have remained on the 
walls longer than the lime plaster paintings. The paintings in Palace G might have 
been more conform the Egyptian artistic tradition, since they were executed in the 
Egyptian mud plaster technique. The few fragments that were found near Palace G 
seem to confirm this, since they depict clusters of grapes and a coiled uraeus. But 
there were Minoan motifs in Palace G as well, such as papyrus plants executed in 
blue rather than green.89  
Because of the secondary context of the fragments found at Palace F, it is 
difficult to assign the motifs to specific rooms. This also made it initially difficult to 
date the fragments, but other archaeological finds helped with dating the paintings 
to the Thutmoside Period. According to Bietak the plaster had fallen off the walls 
within a few years, because the paintings were executed in the fresco technique on 
hard lime plaster, which is not suitable for soft building materials such as the mud 
brick used in Ancient Egypt.90  
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 The wealth of the scenes depicted at Tell el-Dab’a is exceptional: bull leapers, 
acrobats, large human figures, wild animals, hunters and half-rosettes.91 Among the 
scenes depicted there are several bull leaping scenes, but besides bulls there are 
many more animals being depicted such as leopards, lions, griffins and dogs. One of 
the bull leaping scenes has a maze pattern as background and a half-rosette frieze 
along the edges (Plate 3).92 Besides large scenes, there were also smaller friezes, 
including one of the bull-leaping scenes.93 The bull leaping scenes, half-rosette 
friezes, griffins, flying gallop pose and rocky backgrounds suggest a strong 
connection to the Aegean artistic tradition.94 Hunting scenes are often seen in the 
Egyptian artistic tradition, but the manner in which this hunting scene is portrayed 
is more fitting for the Aegean artistic tradition than the Egyptian artistic tradition 
since many of the animals are depicted in flying gallop.95 
1.5 Malkata 
Another palace that was found in Egypt is that of Amenhotep III at Malkata. The 
palace was built in Thebes during the third decade of the king’s reign. The complex 
is made up out of five palaces, a temple, offices and private houses, but the most 
prominent feature of the complex is the pleasure lake made for Queen Tiy. Of the 
five palaces, only the King’s Palace has been excavated extensively, primarily 
because it was less damaged then some of the other buildings. During the 
excavations a pavement in true fresco style was found.96 The remaining palaces are 
poorly preserved and have not been properly excavated. The King’s Palace can be 
divided into three sections, the main court at the northern end, the suites and the 
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throne room in the centre and private chambers at the southern end of the 
building.97  
 The complex was excavated by Georges Daressy in 1888. Further excavations 
took place between 1901 and 1903 by Robb de Peyster Tytus with additional 
excavations taking place between 1910 and 1920, which were conducted by the 
Metropolitan Museum of Art. More recent excavations took place between 1985 and 
1988 by a team from Waseda University in Japan. Currently the Metropolitan 
Museum of Art is back on site to carry out new excavations.98  
The expedition by Waseda University focused on Suite 5 in which several 
hundred fragments of painted plaster were found. In room N5 even more fragments 
were discovered. All of the fragments had impressions of straw on the back, which 
was used as a binding agent for the ceiling. Other fragments found in Room F depict 
grapes and flowers and did not have these straw impressions suggesting that they 
originated from wall paintings rather than the ceiling.99 
Several types of Minoan motifs were used at Malkata; hunting scenes, spirals, 
rosettes, bull heads and faux stone. Other patterns found at the palace included a 
chequered pattern and rosettes along the border. The ceiling pattern contained two 
motifs, a spiral pattern with rosettes in between and rows of scrolls alternating with 
rows of rosettes. The ceiling was painted completely white and the rosettes were 
painted on this white background. The colours were directly painted onto the 
untreated mud plaster.100 The ceiling at the north-eastern apartment was decorated 
with pigeons (Plate 4) and ducks.101 Scenes of nature seem to be the dominant theme 
at Malkata; animals, growing plants and vines are often depicted.102 But the King’s 
Palace was not the only building within the complex where Aegean style paintings 
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were found. Fragments from the central hall of the South Palace showed patterns 
with interlocking spirals and trefoils with rosettes.103 
The ceiling paintings at Malkata were clearly influenced by the Aegean 
artistic tradition. The spirals, rosettes and bullheads are quite densely packed 
together on the ceiling. This might suggest that the ceilings were painted as one 
cohesive design, rather than just being inspired by bands of spirals or rosettes. 
Perhaps the motifs originate from imported textiles which were copied onto the 
ceiling. Textiles were often used to create shade, perhaps the ceiling paintings are 
meant to imitate these textiles and show that the king was wealthy enough to own 
exotic imported textiles.104  
1.6 Amarna 
The site of Amarna, known to the Ancient Egyptians as Akhetaten, provides us with 
several painted pavements. However, it is difficult to compare the motifs found at 
Amarna with those found at other palaces, because of the drastic changes that took 
place in Egyptian visual culture during this period (circa 1352-1336 B.C.). Even 
kingship was perceived differently during the reign of Akhenaten, since the focus 
was on the cult of the king and the royal family worshipping the sun god, rather 
than the country worshipping multiple gods. But there were also trends that 
continued into the Amarna Period. In some cases the existing visual tradition was 
manipulated in new ways unique to the Amarna Period.105 Using slight alterations to 
the existing artistic tradition created an entirely new atmosphere.106 
 During the reign of Akhenaten the capital was moved to Middle Egypt and 
the city of Akhetaten was formed. Four palaces were built: the Great Palace, the 
North Palace, the North Riverside Palace, and the King’s House.107 There are three 
types of motifs at Amarna: showing domination, nature scenes and palatial 
activities. The nature scenes are the most prevalent throughout the palatial 
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buildings, while the domination scenes are quite scarce in comparison to other royal 
depictions throughout the New Kingdom.108 
When Flinders Petrie excavated the Great Palace at Amarna in the 1890s, he 
found the remains of several painted pavements and wall paintings.109 The Egypt 
Exploration Society, under the direction of Pendlebury, continued to excavate the 
area in the 1930s. Three painted pavements were found in the Great Palace. One of 
the paintings originates from Room F, the other two from Room E and the Main 
Hall. These pavements became a tourist attraction until 1912 when the pavements 
were divided into sections and transported to the Cairo Museum for 
reconstruction.110  
The Great Pavement in Room E (Plate 5) was divided into two halves by a 
pathway of painted captives running down the middle. On each half was a 
rectangular pond and repeating scenes of ducks and calves in the marshes 
surrounded these ponds. The outer border was filled with depictions of ceremonial 
bouquets. The pavements in the Main Hall and in Room F are of a similar nature. All 
three pavements appear to depict the same two themes: marsh scenes that perhaps 
represent the primeval marsh of the Egyptian creation myth and depicting bound 
foreign captives in order to show the domination of the king. There are also 
depictions of bouquets with poppy, lotus and papyrus flowers.111 The second 
pavement appears to be painted by at least two different artists. Petrie describes the 
eastern half as being executed by an inferior artist. This half is less coherent and the 
animals were portrayed in a clumsier manner. But it seems as if the artist tried to 
compensate for his inferior craftsmanship by adding more variety; he added 
dragonflies and butterflies in between the birds.112 
In 1929 Henri Frankfort noted that the mural paintings at Amarna seemed to 
derive from the Aegean.113 Helene Kantor concluded that the influence of the 
Aegean had to be secondary and that the direct influence must have taken place 
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earlier in the New Kingdom Period.114 It indeed seems more likely that the influence 
was secondary, since the Aegean influences are not as clear as at the palace at Tell el-
Dab’a.  
Besides the five palaces at Amarna, there was also a royal resort at Amarna 
called Maru-Aten. It contains lakes, gardens and several buildings. One of these 
buildings is a temple, another a summerhouse, while yet another one is a hall of 
audience. Tanks covered with mud plaster were found at Maru-Aten and these tanks 
were decorated with water lilies and lotus flowers. These same floral motifs were 
painted on the floor and in the same style as those found at the palace complex. It 
seems that the same artists might have worked on both the palace and the Maru-
Aten buildings.115 
1.7 Dating 
The Aegean style paintings found in Alalakh, Tel Kabri, Qatna, Tell el-Dab’a, 
Malkata and Amarna should be seen within the network of contacts that were 
established during the Middle and Late Bronze Age.116 But in which order were 
these palaces painted? And can dating help us determine the order of transfer? 
Alalakh and Tel Kabri are the oldest, dating from the Middle Bronze Age, while 
Qatna, Tell el-Dab’a, Malkata and Amarna date from the Late Bronze Age.117 Due to 
the Amarna archive we have a lot of written sources on the interrelationships 
between the countries in the Eastern Mediterranean during the 14th century B.C. For 
example, because of the Amarna archive we know that Amenophis III and IV lived 
at the same time as Suppiluliumas I of Hatti.118  
However, it is not unusual for scholars to use multiple chronologies for the 
regions in the Eastern Mediterranean due to relative dating. This may sometimes 
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make it difficult to compare between different cultures based only on dating. But the 
confusion does not stop there; several chronologies are being used for each region 
alone, which makes any comparative study of the material very complex.119 Besides 
using relative chronologies 14C dating has been used to establish an absolute 
chronology for several archaeological sites. Within Egyptology a few absolute dates 
existed and other events were connected to these absolute dates by using relative 
dating. The relative dating is based on Manetho’s Aegyptiaca, which was written in 
the third century B.C., and on several king lists which were produced in Pharaonic 
times.120 There have been several attempts to line up the dates between civilizations 
by using dating from archaeology, Egyptology and 14C dating, but it still remains 
very complex.121  
The dates proposed by Woolley for Alalakh are between circa 1780 and 1730 
B.C., but recently dates between circa 1650 and 1575 B.C. have been proposed by 
several scholars, such as the Niemeiers.122 Bietak first suggested that the fresco 
fragments from Tell el-Dab’a dated from the Late Hyksos period, but in the mid 
1990s changed the dating of the fragments to the early Eighteenth Dynasty without 
giving a clear explanation for the change in dating.123 Short-lived plant material from 
Tell el-Dab’a was used for 14C dating. Seeds from different phases of the site were 
used. Forty-seven seeds were examined by the University of Vienna and five of 
those were remeasured by the Oxford Radiocarbon Accelerator Unit. The 
remeasured dates agreed with those measured in Vienna within one standard 
deviation of the original estimate.124 This means that a laboratory bias can be ruled 
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out.125 However, the results show a difference of 120 years with the archaeo-
historical dating.126 This is something that can often be seen with carbon 
measurements for Ancient Egypt. The measurements provide a coherent 
chronology, but they gave substantially earlier dates than expected. It is possible that 
these discrepancies are due to the material that was being sampled; reused materials 
can give a different date than expected.127 
During the middle of the 2nd Millennium B.C., there was a volcanic eruption 
on Thera, however researchers have not yet reached a consensus on exactly when 
this eruption took place. Based on 14C dating the eruption would have taken place 
during the 2nd half of the seventeenth century B.C. This seems to be supported by 
other datable sources such as tree rings. Nevertheless, archaeological evidence 
suggests another date somewhere around 1500 B.C. Thus, the 14C dates for the 
volcanic eruption at Thera are at least 100 years earlier than the archaeo-historical 
evidence would suggest.128  
The most accurate 14C dates of the Thera eruption were based on an olive tree 
branch by analysing the rings of the tree. The outer rings of the branch were dated to 
1621-1605 B.C. based on 14C dating, while archaeo-historical dating suggests 
somewhere around 1500 B.C.129 The use of the olive branch is also criticized, since 
olive trees do not develop tree rings annually and the tree branch may have been 
dead during the eruption.130 It has also been suggested that the volcanic eruption 
itself may have influenced the 14C dating, but the samples from Crete give the same 
results as those from Thera. Although successful research on olive trees has been 
carried out in the past, the Thera eruption illustrates the problems the academic 
world faces when it comes to the difference between radiocarbon dating and 
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archaeo-historical dating.131 These discrepancies are not only seen with the Thera 
eruption, but throughout the entire Mediterranean.132 At present, scholars do not 
have a clear explanation for the offset between the absolute chronologies produced 
by radiocarbon dating and the relative chronologies constructed through archaeo-
historical dating.133 
It is important to note that this study does not attempt to contribute to the 
ongoing debates about the chronology of the Ancient Mediterranean World. Until 
the difference in dating can be resolved, multiple dating systems will remain in use 
and therefore cannot at present provide us with any clear answers regarding the 
chronology of the Aegean style palace paintings. 
1.8 Palatial paintings 
Having looked at the different palatial sites where Aegean style frescoes were found, 
the question remains why we find these types of paintings throughout the 
Mediterranean. Although the paintings are not very widespread outside the Aegean, 
they do illustrate the increasing contacts between the different regions within the 
Eastern Mediterranean during the Middle and Late Bronze Age.134 There must have 
been extensive contact between the Aegean and the Near East and Egypt in order for 
this level of transfer of motifs and techniques to take place.135 
 Archives in the Ancient Mediterranean, such as the archives at Amarna and 
Mari, mention the important practice of gift giving between royal families during the 
Middle and Late Bronze Age. Through this process the elite could confirm their 
power and social status. This process also contributed to the trade networks within 
the Mediterranean, but not only physical objects were exchanged, travelling artisans 
and arranged marriages were also part of the equation. However, there do not 
appear to be any texts on artisans painting frescoes. But the practice is clearly meant 
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for the elite or royal families, since the paintings are found in palatial buildings.136 
There are Bronze Age texts that suggest that all kinds of specialists were sent 
between the different palaces in the ancient Eastern Mediterranean.137 Artisans did 
not only transform raw material into art, they often also designed the artwork and 
organized and planned everything. Some artisans travelled around the 
Mediterranean to work for the elite in different countries so the elite could show 
their wealth and power. The artisans were basically an exotic item themselves, 
because seeing these highly specialized craftsman in action was also a kind of 
performance in itself. However, because some of these highly trained craftsman had 
so much knowledge of their art and the technology they were also in a position 
where they could act out against the elite to a certain degree. Artisans were therefore 
very important in the Near East and were sometimes even chained up to prevent 
them from running away.138  
 Bietak believed that the frescoes at Tell el-Dab’a were made in honour of a 
Minoan bride. It is true that bull leaping is often connected to royalty, because it was 
a sport that was practiced and watched by the elite. But there are hardly any other 
Minoan objects found at Tell el-Dab’a.139 Why would a king have multiple walls 
painted for his bride, but would she in turn not bring any gifts or personal items 
from her homeland? And the palace at Tell el-Dab’a is in every aspect a typical 
Egyptian palace, the only exception to this are the fresco paintings. The palace was 
most likely built by the Egyptian king to live in and receive (foreign) guests.140 More 
importantly, at present there is no evidence that such a marriage between Egypt and 
Crete took place.141 There is no evidence for Minoan marriages in Alalakh, Tel Kabri, 
Qatna, Malkata and Amarna either. Diplomatic marriages were common at the time, 
but there is no mention of specially designed palatial buildings for any of these 
brides.142 It seems therefore unlikely that an exception would have been made for 
the Minoan brides. 
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 Another thing that is puzzling about the Aegean style frescoes, is why they 
seem to be torn down and thrown away after a certain period of time. The only 
exception to this is Qatna, where the paintings were still in place when the palace 
burned down. The other paintings seem to have been removed while the palaces 
were still in use, maybe during remodelling or renovation work. It seems that after 
the Late Bronze Age the trend of the Aegean frescoes was over and was not 
repeated. But if the rulers did not paint their palaces because of arranged marriage, 
why did they decide to decorate their palaces in an Aegean style? These foreign 
paintings were meant to impress visitors and to show the prestige of belonging to 
the Mediterranean club of powerful rulers.143 That is indeed the main role of art in a 
palace, to showcase the power an authority of the king. The frescoes were probably 
spread by travelling craftsmen or possibly by foreign craftsmen who were trained on 
Crete and then went back to their respective countries to use their new skills. We 
also see Aegean motifs on Syrian cylinder seals around the same time as the 
paintings at Alalakh. It seems that the Syrian elite found the Aegean motifs exotic 
and interesting enough to decorate their seals with. They must therefore have a 
prestigious value.144  
Although it is not possible to determine in which order these paintings were 
painted based on absolute or relative chronologies, it is clear that these Aegean style 
paintings were part of a kind of ‘must have’ trend among the elite.145 They must be 
understood as part of the interconnections that started in the Middle Bronze Age 
and intensified during the Late Bronze Age. The rulers of the Eastern Mediterranean 
chose this iconography to express their elite status within this world of intercultural 
contacts.146 The Aegean style paintings displayed a form of hybrid art that only 
seems to have been used by this select group of rulers. They are a unique 
combination of artistic motifs that gave the rulers of the Eastern Mediterranean the 
opportunity to showcase their collective elite status. Which is also the case for the 
objects belonging to the international style.  
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Chapter 2: Motifs 
This chapter will go into more detail about the motifs that were found in the 
different artistic traditions throughout the Eastern Mediterranean during the Bronze 
Age. It will look at the most iconographic elements in these traditions. Which motifs 
were used and did they spread throughout the Eastern Mediterranean or were they 
only used in one artistic tradition? 
 Within the fields of history and archaeology many scholars are against using 
labels such as ‘Greek’ or ‘Egyptian’ to describe ethnic groups. Ethnic identity in the 
ancient world was more fluid and could change more easily than in our modern 
world. But in this study we are dealing with labels such as Minoan or Mycenaean in 
a cultural context, namely material, social and political culture. And these labels are 
used to indicate that one set of cultural phenomena is different than the other.147 It is 
very difficult, if not impossible, to really distinguish ethnic groups through 
archaeological evidence. But artefacts can be used to mark boundaries that were 
already there for other reasons. Aegean frescoes were influenced by Aegean religion, 
art and language and in a way thus by the boundaries of the Aegean culture. The 
Aegean style palatial paintings found in the rest of the Eastern Mediterranean show 
that these paintings could also be exported beyond these boundaries.148  
Although it is clear that the Aegean artistic tradition is made up out of a 
Mycenaean part that mingled with the Minoan artistic tradition, together this 
produced an individual style which represents the Aegean and it can therefore be 
seen as a separate artistic tradition which originated in Crete.149 This artistic tradition 
can be expressed in many ways, for example in the style of depicted clothing. In the 
classic Minoan style the men wear a loincloth with a tight belt, while the women 
wear full skirts and tight bare breasted bodices. The fabric for the women is quite 
fancy, while that of the men is a lot more plain. In the Mycenaean style the men wear 
a kilt and knee high socks, while the women are much more covered with rather 
plain fabrics. There is also a mixture between the styles, the men wear kilts with 
socks, sandals and belt being optional, while the women wear flounced skirts and a 
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bodice which supports the breasts, which may or may not be covered. The fabric for 
the women is rather plain, while that for the men is more elaborately decorated.150  
Just like the Minoan tradition forms the basis of the Aegean artistic tradition, 
so does the Mesopotamian tradition form the basis of the art deriving from Western 
Asia.151 And the third prominent artistic tradition that will be studied in this thesis, 
which provides the most abundant source of information, is of course that of 
Egypt.152 Aegean art differs from Near Eastern and Egyptian art because of its use of 
organic forms. In the Egyptian culture the absolute order of things and symmetrical 
shapes were very important. In Aegean art, animals and humans are often seen in 
motion, while the figures in Egyptian and Near Eastern art are more static.153   
The earliest wall paintings found on Crete are dated to around 1700 B.C. The 
quite sudden appearance of detailed mural paintings has led some scholars to 
believe there must have been outside influence. But whether this influence came 
from Egypt or the Near East they cannot seem to agree on.154 The themes used in the 
Aegean artistic tradition are quite restricted: the most common theme in Minoan 
villas is the nature goddess together with a variety of plants and animals, while 
palaces mainly depict humans performing rituals, festivals, processions and bull 
sports. The Aegean artistic tradition uses two different scales for painting, a small 
size and a larger life-size scale.155 Painting life-size or miniature required the same 
technique, but the level of detail often seen in the miniature paintings suggests that 
it took almost as long to paint the miniature paintings as it would have taken to 
paint the life-size paintings.156  
The basic conventions used in the Aegean artistic tradition are quite similar to 
the Egyptian artistic tradition: pale-skinned females versus darker-skinned males 
with the legs depicted in profile and the shoulders frontal. The use of lines as a guide 
for the artists is also seen in the Aegean as well as the Egyptian traditions, although 
the Aegean tradition uses strings to make impressions in the wet plaster, while 
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Egyptians use strings covered with pigment on it to make gridlines on the dry 
gypsum. The colours that were used by both traditions also match, red and yellow 
ochre, black, white and blue. However, the Egyptian tradition also used green, a 
colour that is hardly seen in the Aegean artistic tradition.157 Another thing that 
makes the Aegean style unique is the use of the al fresco technique, which was not 
used in Egypt until much later and there are no examples found in the Near East 
apart from the ones mentioned in this study.158  
 The rules for these artistic traditions were set early on and were stricter in the 
Egyptian tradition than in the Mesopotamian artistic tradition. They derive from 
religious, cultural and traditional needs and are not easily transgressed, however the 
less firmly established artistic traditions such as that of the Aegean and Syria are 
more open to experimentation. The national style of a particular area is usually made 
up out of indigenous elements, but in the ancient world it was not always that 
simple. National styles were often influenced by the arts of the neighbouring regions 
and the transference of motifs was common. This transfer can occur through trade 
when foreign objects decorated with the foreign motif get imported. The motifs used 
in artistic traditions are able to become separate from their tradition and can 
sometimes even become separated from their meaning. When a motif gets separated 
from its meaning it can be adopted by another tradition by modifying the artistic 
design to suit the needs of that particular tradition.159 
2.1 Flying Gallop 
It has often been suggested by scholars that the flying gallop was an innovation of 
the Aegean artistic tradition.160 This convention is used to express the movement and 
the power of the animal by depicting it in profile with fully outstretched legs. This in 
contrast to the more static way in which animals were depicted in the Mesopotamian 
and Egyptian artistic traditions. In the Egyptian tradition, animals are often depicted 
with all four paws/hooves touching the ground line.  
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The flying gallop motif was first used on seals found in the Aegean dating 
back to the Middle Minoan Period. In Egyptian art the motif was less frequently 
used. During the fifteenth century B.C. the use of the flying gallop motif in Egypt 
transferred to funerary art and lingered in the Egyptian artistic tradition during the 
fourteenth century B.C., but disappears by the end of the thirteenth century B.C.161 
The adoption of the flying gallop by Egypt became particularly noticeable during the 
early Eighteenth Dynasty. A good example of this can be found on the dagger of 
Ahhotep, where a griffin with an outstretched wing covered in notched plumes is 
depicted with outstretched paws.162 The motif might have made its way into Syrian 
art a little earlier than into Egyptian art, possibly as early as the sixteenth century 
B.C. and during the fourteenth and thirteenth century B.C. the motif was also used 
in Cyprus. Despite the motif being used throughout the Eastern Mediterranean there 
are only a few remaining examples.163 
2.2 Animals 
In all artistic traditions animals are a popular subject and of those the lion, the bull 
and the goat are the most frequently depicted. Marine motifs were very popular in 
Aegean art; fish, dolphins and octopuses were often depicted from Middle Minoan 
times onwards. The dolphin is originally a Minoan motif which was later adopted by 
the Mycenaeans. In Near Eastern and Egyptian art fish are also frequently depicted, 
but other marine animals were not very popular in these artistic traditions.164  
Another creature that is often seen in the Aegean artistic tradition is the 
hybrid creature of the griffin, which has the body of a lion and the head of a 
predatory bird. However, the griffin finds its origin in Mitannian and Syrian art. In 
some cases the griffin is depicted with wings, but in other cases it is pictured 
without wings. This motif is used in all artistic traditions throughout the Late Bronze 
Age, but the Aegean griffin is characterised by the notched plume motif on its wings. 
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Another hybrid creature is the sphinx which has the body of a lion and the head of a 
human. It is seen in Egyptian as well as in Mesopotamian and Aegean art. During 
the third millennium B.C. the sphinx is used in both Mesopotamian and Egyptian 
art. It remains an important motif in the Egyptian artistic tradition throughout all 
periods. At the end of the Middle Kingdom the motif is also used in Syrian art, 
however in Syrian art the sex of the sphinx sometimes gets changed from male to 
female and sometimes wings and a headdress are added. The motif is also used in 
Aegean art, but is less popular than the griffin. The Aegean sphinx also wears a 
headdress and has curls on the breast. In Minoan art the sphinx is hardly used as a 
motif, but it gained popularity in Mycenaean art. However, the Mycenaean sphinx is 
always depicted in a non-active way, probably because the motif was adopted from 
Egyptian art. This forms a sharp contrast with the more active poses of the griffin.165 
Bull depictions are very popular in the Aegean artistic tradition.166 The motif 
of bull leaping originated on the island of Crete. There are two types of scenes 
featuring bull sports: the bull grappling scenes and the bull leaping scenes.167 Bull 
leaping is part of a series of bull games depicted in Aegean art. Bull leaping in the 
Aegean is generally depicted in wall paintings, panels and on seals.168 These 
depictions are mostly found in a palatial setting and are hardly found outside the 
royal sphere.169 According to Bietak bull leaping was invented on Crete as a way to 
hunt bulls. The bull leaping itself was meant to tire the bulls out and thus making it 
easier to hunt these large animals.170 However, no archaeological evidence was ever 
found for bull leaping, neither on Crete or elsewhere in the Mediterranean.171  
Animals are often depicted in a certain set of poses. Which poses are most 
frequently used varies between the artistic traditions. The Mesopotamian artistic 
tradition has many different poses: statant (all four legs on the ground line), 
couchant (normal sitting position), sejant (sitting position with front limbs straight), 
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rampant (body erect, hind paws/hooves on the ground line and front paws/hooves 
resting on an object or a person), inverted (head and front paws/hooves directed 
towards the ground and hind paws/hooves raised) addorsed (two animals placed 
back to back), gardant (full face shown), regardant (head looking over shoulder), 
elevated (wings raised) and displayed (wings raised and fully spread). The Egyptian 
artistic tradition uses less poses: statant, couchant, close (wings folded along the 
body of the animal), displayed and passant (front paws/hooves raised, hind 
paws/hooves on the ground). In the Minoan art, very few different poses are used, 
but Mycenaean art in contrast uses many different poses.172 Multiple animals could 
be depicted together and sometimes even with humans; they often form the centre of 
the composition. The earliest examples of this derive from Mesopotamia. The most 
common form of this is two figures mirroring one another.173 This pose is often seen 
in the Aegean artistic tradition.174  
2.3 Plants 
In the Egyptian artistic tradition, there were standard forms for various plants. 
When depicted in a natural scene they would be depicted quite accurately, while 
they would be depicted in more stylized form when used as symbols. This is 
opposed to the Aegean artistic tradition, which depicts plants much more freely.175  
The palm and the palmette are both known in Egyptian art. The first 
depictions of palm trees derive from Pre-Dynastic times, while the palmette was first 
used during the Middle Kingdom. The palm was also used in early Mesopotamian 
art. The first depictions of palm trees in the Aegean artistic tradition occur during 
the Middle Minoan II period, however, it is unknown if the palm was indigenous to 
Ancient Crete or not. Syrian art seems to copy the use of the palm tree and the 
palmette from the Egyptian artistic tradition rather than the Mesopotamian artistic 
tradition, because these motifs were far more common in Egyptian art than in 
Mesopotamian art.176  
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The papyrus plant is indigenous to the marshes of the Nile River and the first 
depictions also derive from Egypt. In the Egyptian artistic tradition the papyrus is 
used in different forms: to depict swamp scenes, as a hieroglyph, as the symbol for 
Lower Egypt and as an architectural feature for columns. The Syrian artistic 
tradition copies the papyrus from the Egyptian tradition starting in the eighteenth 
century B.C. and in the Aegean artistic tradition the papyrus is known from the 
Middle Minoan period onwards, but it is unknown if papyrus grew on Crete around 
this time. Hybrid forms of the papyrus used in Aegean art are the waz-lily and the 
waz-iris, however, these depictions are not used elsewhere in the Near East or in 
Egypt. Another famous Egyptian flower motif is the lotus. This artistic motif does 
not spread as far as the papyrus motifs. Some examples of the lotus motif were 
found in Syrian art, but it was not used in the Aegean artistic tradition.177 
2.4 Spiral 
The simple spiral was used in Egyptian art throughout all periods, but there were 
also spiral motifs which were more elaborate and often interlocked with one 
another, such as the C-spiral and the S-spiral, as well as the running spiral and the 
quadruple spiral.178 The different spiral designs became more widely used during 
the New Kingdom.179 The Aegean used several types of spirals, such as the S-spiral 
or the interlocking C-spiral. During the Early and Middle Bronze Age the spiral 
motifs were used extensively within the Aegean artistic tradition. Even during the 
Late Bronze Age the spiral remained one of the most popular motifs in Aegean art.180 
In Mesopotamian and Syrian art the spiral was less popular. During the third 
millennium B.C. there are very few examples of the C-spirals and the S-spirals being 
used and during the second millennium B.C. some examples of the running spiral 
were added, but the motif never became very popular in the Near East.181  
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2.5 Rosette 
The rosette motif is a flower with petals radiating from the centre, which looks like a 
daisy. Quite well known in Mesopotamian art, but not in Egyptian art until the end 
of the Middle Kingdom. In the Aegean artistic tradition the rosette is used from 
Early Minoan II period onwards. During the Late Bronze Age the rosette was widely 
used in the Near East, Egypt and the Aegean. However, the Aegean also used the 
half rosette, where the rosette is vertically split down the middle. This motif is only 
seen in Aegean art and is has not been adopted by any of the other artistic 
traditions.182  
The half-rosette is used in Aegean art as wall decoration in palatial buildings. 
It is therefore not very surprising that the half rosette was used in some Egyptian 
palaces as well, such as Tell el-Dab’a, since this motif is associated with palatial 
architecture.183 The rosette is often used as a frieze, either by using the entire motif or 
by only depicting half of the flower. Another way of depicting the rosette can be 
seen at Malkata, where the rosette is depicted between the horns of the bull’s head 
on the ceiling of the king’s apartments.184  
The quatrefoil is basically a simplified rosette with just four petals and has its 
origin in the Mesopotamian artistic tradition and this was copied by the Syrian 
artistic tradition. In Egypt the quatrefoil is not only used as an artistic motif, but also 
as a hieroglyph. In the Aegean it has been used since the Early Minoan II period 
onwards. During the Late Bronze Age the quatrefoil motif was used throughout the 
eastern Mediterranean as both a single motif as well as a repeating pattern. The 
pattern became quite popular as a fabric design; however, in the Aegean the 
quatrefoil never became as popular as the rosette.185 
2.6 Background 
A typical Minoan landscape is the rocky landscape, which is rarely seen in Near 
Eastern and Egyptian art. It belongs to a larger repertoire of landscape motifs within 
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the Aegean.186 This landscape if often depicted as if the artist is looking at the scene 
from a higher vantage point. An example of this type of landscape can be found at 
the palace of Knossos where there is a fresco painting depicting monkeys amidst a 
rocky landscape with crocuses. A similar kind of landscape is depicted at Qatna 
where, besides rocks, there is also some grass and the occasional flower in between 
the rocks.187 The same is found at Tel Kabri where brown knob-like protuberances 
collectively form a rocky shore.188 And the hunting fresco at Tell el-Dab’a depicts 
blue rocks with the occasional plant. However, this is not the only rocky landscape 
at Tell el-Dab’a; fragments of blue rocks have been found which probably belong to 
the Beige Frieze.189 
 Besides the rocky landscape the colours used in the background could also 
change depending on the artistic tradition. In the Aegean artistic tradition the colour 
red was often used as a background and sometimes blue was also used as a 
background colour.190 
2.7 Plaster 
Something that is often overlooked when studying these Aegean style paintings is 
the fact that besides the aesthetics these paintings in some cases also fulfil a much 
more practical role as surface cover. The plaster seals the mud brick walls, while still 
regulating the humidity levels in the room. The moisture could still evaporate while 
the walls were protected.191 
All the Aegean style paintings in the Near East and Egypt were executed in al 
fresco technique, sometimes in combination with al secco when the plaster started to 
dry. This can for example be seen at Qatna where the plaster dried out before the 
painting was finished.192 Another Aegean technique which can be seen at Qatna is 
the string impressions used to create horizontal lines to divide the surface and make 
it easier to paint. However, not all fragments from Qatna show this procedure, but 
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this is probably due to the fact of the plaster drying too quickly and it therefore 
being painted in the al secco technique.193  
2.8 Artisans 
As discussed in Chapter 1, the painted plaster can be seen as a ‘must have’ that 
showed prestige. It is therefore surprising that the artisans making these paintings 
left no trace in the records, which during this time period were very well organised 
in the Eastern Mediterranean. There seems to be no mention of the Aegean style wall 
paintings or the people who painted them in the Mari tablets. But there also is no 
mention of painters in the Egyptian, Ugaritic, Hittite or Akkadian archives. It is 
possible that the elite, for whatever reason, saw no need to record the paintings or 
the artisans who made them, since they were probably commissioned by the palace 
itself. The artisans did not leave any tools or equipment behind, which is logical if 
we assume that the artisans went on to their next project after finishing the 
painting.194 They must have been skilled professionals and it seems unlikely that 
they would only paint the palace and not move on to the next painting job. 
There are several possibilities: either the Aegean style paintings were painted 
by Aegean artisans who travelled through the Eastern Mediterranean from palace to 
palace to produce these paintings; they were painted by indigenous artists, but 
under the supervision of Aegean artists or they were painted by indigenous artisans 
which were trained in the Aegean style before they painted these palatial 
paintings.195 Either way there must have been some form of direct contact in order 
for the transfer to take place, because it would have been very difficult to explain the 
motifs and technology indirectly.196 
Some local variety can be found in the Aegean style paintings, but this is to be 
expected since they are immovable and therefore there is partial reliance on local 
material and possibly even local labour. Nevertheless, a set of technological features 
can be found on these sites. To acquire this set of features would have required a 
common level of knowledge between the artists which were working on these 
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paintings. Thus, there are both similarities and differences to be found between the 
studied sites.197  
Niemeier has looked at the Alalakh, Tel Kabri and Tell el-Dab’a paintings and 
has identified hybrid motifs within these paintings, but not to such an extent as to 
exclude the possibility of Minoan artists working on these paintings. There are many 
similarities between the Aegean style frescoes found in the Near East and Egypt and 
those found in the Aegean itself.198  
Von Rüden does not think that there was any direct contact between Syria 
and Crete, but rather that Minoan motifs spread throughout the Mediterranean and 
this resulted in a mixture of styles over time.199 Brysbaert rejects the idea of a 
training school in Knossos, because no trial pieces were ever found at Knossos and 
neither has a painting atelier ever been identified. And to her it seems unlikely that 
specialized professionals would want to share their trade in a training school and 
thereby losing their economic and social advantage.200 But these artists must have 
been trained in multiple artistic traditions in order for them to paint these palatial 
paintings. Thus some sort of training and sharing of motifs must have taken place.  
The similarities between Minoan frescoes and the frescoes found at Qatna 
might suggest that the paintings were made by Aegean artists. Pfälzner and von 
Rüden think this is a plausible explanation, since there was a lot of international 
contact between the countries in the Eastern Mediterranean during the Middle and 
Late Bronze Age. According to them the exchange of artists between royal courts 
should be seen within the practice of the gift exchange. Wolf-Dietrich and Barbara 
Niemeier are also convinced that travelling artisans made these paintings as part of 
the gift exchange between rulers.201 But if they were part of the gift exchange why is 
none of this recorded in the archives, which on other occasions do mention the gift 
exchange?  
Marinatos argues that the paintings are so unlike other art that we see in 
Egypt and the Near East that they had to be painted by Minoan artists. He does 
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admit that some of the themes used are new, but overall the conventions are 
common for Minoan art.202 According to Aruz other artisans from the Aegean must 
have trained the artisans who made these palatial paintings or they were traveling 
artisans coming from the Aegean, because the motifs, iconography as well as the 
techniques used in the paintings are Minoan.203  
However, Shaw thinks that acculturation took place and that they were 
Minoan artisans which were trained in Knossos, but that they have also used the 
indigenous style within these paintings. To her it seems likely that these were 
travelling artisans and that the style changed the longer they were travelling and 
came into contact with other artistic traditions.204 However, we do not know in 
which order these Aegean style paintings were painted, but they all seem to share 
motifs. It does not seem like some were clearly more Minoan than others.  
Morgan thinks that the artists came from Crete and that the paintings that 
they made had a religious meaning.205 The bull leaping would be a way to honour a 
Minoan goddess, however, not all Aegean style paintings depict bull leaping. 
Therefore, this would only explain the paintings at Tell el-Dab’a, but not any of the 
other Aegean style palatial paintings found in the Near East and Egypt.  
The artisans at Amarna drew Egyptian plants such as the lotus in a way that 
was typical for Egyptian art and might therefore have been schooled in the Egyptian 
artistic tradition. However, there are also depictions of plants which are generally 
not depicted in Egyptian art, such as ivy.206 According to Margarita Nicolakaki-
Kentrou the artisans at Malkata must have been familiar with Minoan art. According 
to her, the combination of Egyptian and Aegean art suggests that the artisans were 
Egyptian artisans who were well-trained in the Aegean artistic tradition. She also 
suggests that the artisans might have been trained through the use of pattern books, 
that might have been made by the artisans painting the Tell el-Dab’a palatial 
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paintings.207 Thus, scholars cannot agree on who painted the Aegean style paintings 
found in the Eastern Mediterranean. And without any written sources mentioning 
the paintings or the artist who made them, there probably will not be a consensus on 
this subject any time soon.  
This chapter has looked at the motifs used in the Aegean, Egyptian and Near 
Eastern artistic traditions and at which motifs were adopted by other artistic 
traditions and which were not. The flying gallop originates in the Aegean, but 
spreads to Egypt and the Near East as well, while the half-rosette and the bull sports 
remain in the Aegean and are not adopted by the other artistic traditions. The lotus 
and papyrus originate in Egypt and the papyrus also spreads to the other artistic 
traditions, while the lotus only spreads to the Near East and not to the Aegean. 
Furthermore, this chapter has looked at the artisans who painted the Aegean style 
paintings, but unfortunately there is not enough information available on these 
craftsmen for us to determine their origin. It might not be possible to determine 
where the artisans themselves came from, but it might be possible to determine 
which artistic traditions they were influenced by and if the Aegean style paintings 
are a combination of three or more artistic traditions or part of an acculturation 
process between two cultures. This will be discussed in the next chapter.   
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Chapter 3: Artistic Traditions 
Chapter 3 will go into more detail about which motifs were used at each site. It will 
also identify if the paintings are a mix of the three artistic traditions or possibly the 
result of acculturation processes between two cultures, the Aegean and the 
indigenous culture. It will look at the different sites in order to determine which 
motifs were used and to which artistic tradition they belong.  
3.1 Qatna 
Over 3000 fragments were found at the palace in Qatna. One of the most remarkable 
features of these palatial paintings are the palm trees which were painted in blue in a 
landscape which consists of rocks and grass. These palm trees are executed in light 
blue and surrounded by a thin red line. The use of blue instead of green for plants is 
a distinctive feature in the Aegean artistic tradition.208 However, these palms are 
filled with ripe dates, something that is hardly seen in Aegean paintings, but not 
unusual for the Levant.209 However, not all plants at Qatna were depicted according 
to the Aegean artistic tradition; another plant that can be found in the palatial 
paintings at Qatna is the papyrus plant (Plate 6). A plant which is indigenous to the 
Nile Valley in Egypt.210 Thus, it seems that there were multiple artistic influences in 
the palatial paintings at Qatna.  
One of the animals depicted at Qatna was a dolphin (Plate 7). Dolphins are 
not unusual in the Aegean artistic tradition, however they are normally depicted in 
either grey or blue and the dolphin at Qatna is depicted in brown. However, it is 
unclear whether the brown colour is a variation on the dolphin in the Syrian artistic 
tradition, or whether it was a variation the individual artist came up with. Another 
animal found in the palatial paintings at Qatna is the turtle, but surprisingly the 
turtle is rarely used in wall paintings in the Aegean or the Near East.211 In the same 
river landscape scene there is also a crab depicted, which as a motif is not known in 
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Aegean art.212 The turtles walk in a hilly landscape (Plate 8), where one part of the 
landscape is red-brown and the other part is greyish-blue. It is not unusual for 
Minoan landscapes to have two different colours, which can also be seen at Akrotiri. 
The crab is in the same frieze as the turtles. However, only the contours of the crab 
are drawn and the inside is not filled in with any pigment (Plate 9).213  
Room N at the palace of Qatna had a spiral frieze with running spirals (Plate 
10). There were two running spirals, one executed with more care than the other one, 
suggesting that different craftsmen were working on Room N. The gaps between the 
spirals were filled with a trifoliate leaf. As mentioned above, the spiral is a typical 
Aegean motif and it is not the only Aegean motif at Qatna. Another Minoan feature 
is the rocky landscape with grass and some flowers between the rocks.214 And hardly 
any green is used while painting the walls at Qatna, something that is also seen in 
Aegean art where blue is often used instead of green.215 
However, there are also differences between the Qatna wall paintings and 
those found in the Aegean: the ripe dates hanging from the palm tree is something 
that is not seen in Aegean art, but is often seen in Near Eastern art.216 Something that 
is also rare in Aegean art are the brown colour of the dolphin and some pieces from 
Room N at Qatna which have a black background and are decorated with white.217 
However, the pigments that were used at Qatna have the same chemical compounds 
as those used in the Aegean.218  
Thus the palatial paintings at Qatna have elements that are used in the 
Aegean artistic tradition, but it also has elements which were used in artistic 
traditions elsewhere in the Near East and in Egypt. Pfälzner suggests that there 
might have been a workshop at Qatna that trained artisans to specialize in different 
regional styles and that this would explain the different styles used in the palatial 
paintings.219 But this would not explain the other Aegean style paintings in the 
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Eastern Mediterranean and the lack of archival material. And if the artists from 
Qatna would have travelled around to make these paintings, one would expect the 
Near Eastern tradition to be more prominent instead of the Aegean one.  
3.2 Tel Kabri 
The palace at Tel Kabri not only had wall paintings, but also had a painted floor. The 
wall paintings showed a rocky shore together with the sea and some boats and the 
view of a town.220 The rocky shore is a Minoan motif that we also see at Qatna, but 
that is not the only similarity between the two palaces: in Tel Kabri we also see 
depictions of turtles as well as crabs.221  
The floor at Tel Kabri is also painted in the true fresco technique and the main 
colours used for the floor were red, yellow, brown, grey and blue.222 Some of the 
floor was decorated with a chequered pattern and some of the squares were filled 
with yellow and blue flowers. The blue flowers most likely represent iris flowers and 
the yellow flowers are probably croci, both flowers which are popular in the Aegean 
artistic tradition.223  
Just as in Qatna, the motifs used at Tel Kabri do not only derive from the 
Aegean artistic tradition. We also see other motifs, which might belong to the Syrian 
artistic tradition, such as the turtles and crabs. However, excavations at Tel Kabri are 
still ongoing and it is possible that more information or fragments will still be found.  
3.3 Alalakh 
The fragments found at the palace at Alalakh show several bulls, griffins and 
a grass landscape. The techniques and themes used correspond with those used at 
Qatna and Tel Kabri. The fresco technique together with the motifs is what separates 
these palatial paintings from other paintings in the Near East. The griffin at Alalakh 
has a notched plume pattern on its wings, which is the way in which griffins are 
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depicted in the Aegean artistic tradition.224 Another fragment found at the palace at 
Alalakh depicts a bucranium, with a disk set between the horns. Above the bull’s 
head there is a purple, yellow and black horizontal band.225  
Other fragments from Alalakh show grasses swaying in the wind and a bull’s 
horn.226 The paintings show white-yellowish grasses blowing in the wind while set 
against a red background. The colour red is a typical background colour for the 
Aegean artistic tradition and around 1600 B.C. light plants against a dark 
background were often seen in Minoan art. There is also a white-greenish plant 
depiction against a red background at Alalakh.227 This composition might have 
shown a row of trees with the twigs and leaves painted in a darker green on a red 
background.228 The paintings at Alalakh, Qatna, Malkata and Tell el-Dab’a all have 
red backgrounds, this colour background in also seen in Minoan and Mycenaean 
frescoes, but the darker green colour for plants is quite unusual in the Aegean 
tradition.229  
Just as in Tel Kabri and Qatna we see a lot of motifs which originated in the 
Aegean artistic tradition at Alalakh, but not all of the details seem to comply to this 
tradition, such as the dark green colour used for a plant. This might be because the 
artist was influenced by the other traditions used in the Eastern Mediterranean.  
3.4 Tell el-Dab’a 
The discovery of the frescoes at Tell el-Dab’a sparked a new interest in the 
relationship between Egypt and Crete, because the frescoes might suggest that the 
relationship was more intensive than scholars had previously thought.230 But this 
was not the only discussion these wall paintings started; the wall paintings also 
sparked a discussion about the iconography depicted at Tell el-Dab’a. The maze, bull 
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leapers and bulls are motifs which are more frequently used in the Aegean artistic 
tradition, rather than the Egyptian artistic tradition.231  
We do not have a lot of palatial paintings from either Egypt nor Crete and this 
makes the palatial paintings at Tell el-Dab’a an important source of information.232 
However, there is also a lot that we do not know about these palatial paintings. The 
exact location within the palace remains unclear, since the fragments were found on 
a spoil heap. This also means that it remains unclear in which order visitors would 
have seen these paintings when they came to the palace.233  
The palatial paintings at Tell el-Dab’a are the first paintings found in Egypt 
which were painted using the fresco technique.234 The quality of the lime plaster was 
also very good and the gridlines used were clearly visible. These gridlines were used 
to draw symmetrical patterns, such as the maze pattern.235 The maze background at 
Tell el-Dab’a is something that also can be seen at Crete. The palace at Knossos is 
famous for its maze, which according to Greek mythology held the Minotaur, half 
human, half bull. The paintings at Knossos also depict a maze, but it is not identical 
to the one found at Tell el-Dab’a.236  
There are several bull leaping scenes at Tell el-Dab’a, but other scenes just 
show acrobats or hunters.237 One of the hunters is accompanied by a dog (Plate 11) 
while hunting for goats and antelope.238 The hunting scenes are more Mycenaean 
than Minoan, but the way the fur of the dog is depicted and the straight tail is 
common in Egyptian art and it wears a collar which is typical for the Egyptian 
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artistic tradition. However, the dog is depicted in flying gallop, which is an often 
used motif in the Minoan artistic tradition.239  
The landscape depicted seems to be more Egyptian in style than Minoan. The 
depicted plants include papyrus and palm trees. In Minoan landscapes depictions of 
croci and lilies are more common.240 The blue palm tree motif can also be seen at Tell 
el-Dab’a (Plate 12).241 The plants depicted at Tell el-Dab’a are mostly plants which 
can be found in the Nile Delta, such as the papyrus and the palm trees, but we also 
see ivy (Plate 13).242 
The animals portrayed at Tell el-Dab’a also seem to be more at home in Egypt 
than on Crete: a leopard, several lions and grey antelope.243 Several lions can be seen 
in the hunting frescoes at Tell el-Dab’a and most of them are depicted in the flying 
gallop pose.244 Besides the lions there are also at least six leopards depicted at Tell el-
Dab’a, which are depicted in a variety of poses.245 Lions are not often portrayed in 
the Minoan artistic tradition, but are popular in the Mycenaean and Egyptian artistic 
traditions.246 The leopard motif is rare in Aegean art. The spots on the leopard 
depicted at Tell el-Dab’a slowly turn into stripes on the end of the tail and the hind 
legs (Plate 14). This shows that the artist knew what a leopard looked like, an animal 
that is not indigenous to Greece. The first depicted leopards in Greece date back to 
the fifteenth century B.C., but in Egypt the first depictions were found much earlier 
in tombs from the Old Kingdom. The leopard at Tell el-Dab’a was also depicted in 
flying gallop, just like the dog.247  
Another animal found at Tell el-Dab’a is the griffin, which has a lion’s body 
and the head of a bird and which was most likely part of the hunting scene. The 
griffin is mostly used in Aegean and Syrian artistic traditions.248 The griffin at Tell el-
Dab’a has spirals on the neck and wings and is depicted in the flying gallop pose 
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(Plate 15). However, fragments of another griffin were also identified. This griffin 
was larger in size than the one from the hunting scene and it might have flanked the 
throne of the king in the same way that can be seen at Minoan palatial sites. This 
larger griffin was also depicted with spirals on its wing, the way in which griffins 
are depicted in Minoan art.249  
There are more Minoan elements in the Tell el-Dab’a paintings. The bull 
leaping scene has a maze background (Plate 16) and the edges of the scene are 
decorated with a rosette pattern (Plate 17). Of all the animals used in the artistic 
traditions, the bull was the one which was associated the most with the Minoan 
culture. Bull sports were associated with Crete and with the palace at Knossos in 
particular, the wall paintings at Knossos also show bull leaping scenes.250 Since bull 
leapers are often depicted wearing expensive jewellery and it seems that the sport 
was mostly associated with the elite. Scholars in fact assume that the sport was only 
practiced within palace walls.251  
The most extensive paintings depicting bulls are those found at Palace F at 
Tell el-Dab’a.252 The bull-leaping scene is divided into two sections separated by a 
vertical border, Bietak named one section the Maze Pattern frieze, due to the maze 
background and the other section the Beige frieze due to the yellow-beige 
background.253 There are acrobats which are trying to leap over the bulls (Plate 
18).254 The only clothes worn by the leapers are loincloths and shoes.255 The kilt of 
one of the bull leapers is that of an officer or chieftain similar to those seen in Ayia 
Triada, Crete.256 Two of the bulls on the Maze Pattern Frieze had blue spots, while 
the other two had brown spots. The Beige frieze also included at least four bulls, 
although the exact number of bulls is unknown due to the fragmentary nature of the 
fresco.257 
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Depictions of bull leaping in Egyptian art are very rare, the only other known 
example of bull leaping was found on an ointment box which was found at Kahun 
and dates from the reign of Tutankhamen during the Eighteenth Dynasty, thus 
dating from the same period as the Tell el-Dab’a paintings. However, depictions of 
bulls fighting one another are more common in Egyptian art. Depictions of bull 
fighting are often found in graves and are first used during the Sixth Dynasty until 
the end of the Eighteenth Dynasty. Thus, there is a clear difference between bull 
fighting scenes and bull leaping scenes; bull fighting scenes are often used in a 
funerary context, while the bull leaping scenes are used in a palatial setting.258  
The maze pattern, the red background, the rosette frieze, the griffin and the 
rocks in the background of some of the other scenes are all Minoan elements.259 
However, not all elements comply completely with the Aegean artistic tradition. 
Some of the bull leapers were depicted with white skin, a colour normally used for 
females in Minoan art, but the bull leapers are clearly male. Yellow is also used for 
some of the bull leapers, another colour that normally is not used for men in the 
Aegean artistic tradition. And the clothes worn by the acrobats are also different 
than we might expect from Minoan bull leapers. At Knossos, the acrobats wear short 
yellow kilts, while in Tell el-Dab’a they wear longer white kilts and they do not wear 
the belt that is common in Minoan fashion. The boots worn by the acrobats appear to 
be less tight than they are at Knossos.260  
The technique used at Tell el-Dab’a is a combination of the al fresco technique 
as well as al secco. Crushed murex shells were added to the lime plaster, this is 
something that was often done on Crete, but not normally used in Egypt or the Near 
East. The same colours were used in Tell el-Dab’a as in Knossos. Both depict bulls 
with red-yellowish and blue spots and blue horns.261  
The lions at Tell el-Dab’a are depicted against a red or yellow background, 
while the leopards were only depicted against a red background. The bull leaping 
scene had a maze background with a red background on one side of the frieze and a 
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yellow background on the other side.262 The maze pattern used as a background for 
the bull leaping scene shows resemblance with the labyrinth fresco at Knossos.263  
There was no green pigment used in Tell el-Dab’a either, only Egyptian blue 
together with yellow pigment. This is a common practice in the Aegean. But in 
Egypt it was common practice to use green pigment in paintings, for example in 
tombs during the Eighteenth Dynasty.264  
One has to keep in mind that it is difficult to compare Egyptian art to Aegean 
art, since they are generally found in different contexts. Most Egyptian art derives 
from a funerary context, while Aegean art is often found in a palatial setting. The 
themes used in palatial art are very different than those found in funerary art. And 
there is not much remaining palatial art in Egypt. Besides the paintings at Tell el-
Dab’a, there are paintings from Malqata and Amarna.265 However, we clearly see a 
combination of artistic traditions at Tell el-Dab’a. The fresco technique, the flying 
gallop pose, the maze pattern and the bull leaping scenes are Minoan, but the plants 
and animals seem to be more Egyptian and the clothes or the acrobats also do not 
fully comply to the artistic conventions of the Aegean.  
3.5 Malkata 
Plants seem to be the main theme of the palatial paintings at Malkata. The paintings 
at Malkata and Amarna are quite similar. Both sites have depictions of ponds and 
marshes with birds and at both palaces there are depictions of bound captives. 
Besides the birds there are depictions of bulls or calves and the same kind of plants 
at both sites.266 The pond depicted at Malkata is surrounded by a border of plants 
and birds. Some of the plants are depicted in a more curved way than one would 
expect of plants depicted in the Egyptian artistic tradition. Tytus suggests that the 
paintings resemble those found at Tell el-Amarna and have the same free style of 
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drawing, which according to him suggests that the same artist might have worked 
on both palaces.267 
At Malkata a painted floor found in the Audience Hall shows a pond with 
different types of fish, aquatic plants and some ducks and geese. At Malkata we see 
the same kind of duck and marsh scenes as at Amarna. However, there is no 
depiction of a lion attacking a bull like at Amarna, although, there is a depiction of a 
lion elsewhere at Malkata.268 There is also another fragment which depicts a calf in 
the marshes (Plate 19), which is now in the Metropolitan Museum of Art in New 
York.269  
Among the traditional Egyptian art found at Malkata there are some Minoan 
motifs. One such example is the scene of a desert hunt. While this subject can be 
found in Egyptian art; the background of the scene is in Aegean style. This 
background can be seen on many of the fragments found at Malkata, with some also 
bearing depictions of humans or animals. The desert itself is depicted as either red or 
blue and dotted with plants and rosettes. This colour scheme is clearly more 
reminiscent of Minoan art than of a typical Egyptian desert, thus, this scene is a 
strange combination of Minoan and Egyptian art.270 
But there are also other elements that do not seem to comply with the 
conventions for Egyptian art; the leaves of the water lilies are more curved than one 
would expect to see in Egyptian art (Plate 21).271 Surprisingly, they are depicted in a 
tradition way in the pond of the Great Pavement at Amarna; they are growing 
straight out of the water and are white and green, but the water lilies in the marshes 
at Malkata as well as at Amarna have red and blue flowers with green leaves that are 
growing in all directions.272 The fact that the water lilies at Malkata and Amarna are 
quite similar might suggest that they were painted by the same artist. 
A clear Minoan element found at Malkata is that of the rosette frieze (Plate 
20). And more fragments were found in the harem rooms of the palace at Malkata, 
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which are located on either side of the great columned hall. Here patterns of spirals 
against a yellow background were found, together with blue rosettes against a red 
background and red rosettes on a blue background. These fragments might have 
been part of a ceiling painting, since the back of the plaster bears impressions of 
bundles of grass, which were used to strengthen the mud plaster used on the ceiling. 
For the ceiling the colours were directly painted on the mud plaster, instead of on a 
coating of gypsum.273  
Depictions of pigeons and ducks have been found on fragments deriving 
from the ceiling of the northeastern apartment. Winlock describes the Aegean 
character of the ceiling paintings as follows: “In another of the king’s apartments the 
ceiling design was made up of spirals surrounding the cow’s head with a rosette 
between her horns (Plate 22), known in Aegean art of this period. In still another 
part of the palace the ceiling decorations were flight of pigeons and ducks drawn in 
a more naturalistic style, similar to that of the calf running through a papyrus 
swamp from a bench support in one of the harem wardrobe rooms.”274  
Malkata has some clearly Minoan background colours, as well as a rosette 
frieze, spirals, wildly growing plants and a bull with a rosette between its horns. 
However, there are also depictions of a lion and Egyptian aquatic plants such as the 
papyrus. As excavations at Malkata are still ongoing, more fragments might be 
found in the future.  
3.6 Amarna 
Three large pavements were found at the palace at Amarna. All three pavements 
depict the same two themes: there are the nature scenes depicting birds in 
marshlands and there are scenes of bound captives which form a path on which the 
king could walk. The pavements were found in room E, F and in the Main Hall of 
the Great Palace at Amarna. Together they form around 210 square meters of 
painted pavement.275 But these three pavements were not the only paintings which 
have been found at Amarna. More paintings were found at Maru-Aten, a kind of 
pleasure resort for the king when he wanted to get away from the court at Amarna. 
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At Maru-Aten there are paintings of water lilies, lotus flowers and other flowering 
plants.276 One should keep in mind that the art which can be seen at Amarna is of a 
different style than the art during other periods of Egyptian history. Therefore, the 
change in style which can be seen in some of the elements found at the palace might 
be due to the specific style of art during the Amarna Period, rather than transference 
of motifs between Egyptian and Minoan art.  
The pavement found in room E of the Great Palace was in great condition 
when it was found by Petrie in the 1890’s and therefore became known as the ‘Great 
Pavement’. The pavement was made using the al fresco technique. The pavement 
was separated in half by a pathway which was decorated with bound captives. The 
western half of the pavement was copied on the eastern half, but Petrie noted that 
the eastern half was of a lesser quality than the western half. However, Petrie 
thought that the artist which worked on the eastern half was more creative: “The 
artist who did the eastern half of the room was far inferior to the other. There is less 
coherence and skill in arranging his plants, the wings of the birds are more clumsy, 
and the calves are much stiffer and worse in drawing. On the other hand he tried to 
compensate for his inferiority by more variety. He alone uses the convolvulus and 
the insects – locusts, butterflies and dragon-flies – scattered among the birds; and in 
the calves he has turned the heads, and made an unhappy attempt at novelty”.277 But 
that was not the only creative addition the artist made to the pavement, he also 
added a yellow lion attacking a calf and grabbing it by the neck.278  
 The pavement in the Main Hall of the palace also has duck and marsh scenes 
with a border around it, which shows bouquets with different types of flowers. One 
type of bouquet has lotus and papyrus together with a flower which might be a 
poppy. The other bouquet is made up out of only papyrus reeds. This pavement has 
the same style of depictions as those found on the Great Pavement.279  
There are multiple animals at Amarna which are depicted in flying gallop. 
The flying gallop motif can be seen in the hunting lion portrayed in Room F of the 
Great Palace at Amarna, where the animal is depicted with its legs outstretched. The 
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lion might be there as a representation of the king’s power. However, there is also 
something strange about this scene in which the lion in flying gallop attacks a bull; 
there are no other signs of violence in this scene, nor any depictions of the 
domination of mankind over nature which is often seen in Egyptian art. The entire 
scene is peaceful, except for the lion attacking the bull. Without the lion the scene 
would make more sense, perhaps the lion was added last minute in order to add an 
Aegean element to the composition by using the flying gallop. Or the artist wanted 
to leave his mark by making the scene more unique. Another possibility is that the 
king requested this addition in order to participate in the Aegean style trend.280  
Just as in Tell el-Dab’a where we see a lot of animals in the flying gallop pose, 
such as the running bulls as well as a running dog and in the leopards and lions 
depicted in the hunting scene, there are multiple animals at Amarna depicted in 
flying gallop.281 Besides the lion there is also a calf in the main hall which has its legs 
outstretched. The calf is looking over its shoulder and making a hollow back, this 
together with the outstretched legs is a typical depiction for the Aegean artistic 
tradition.282 Many of the calves depicted at Amarna do not touch the ground lines 
and are either in some sort of semi-flying-gallop or looking backwards over their 
shoulder.283  
Just as at Malkata the scenes at Amarna are clearly nature oriented, which is a 
popular subject in Aegean art, however actual archaeological information about 
Aegean gardens is rare.284 In Egypt we still have some plant remains left because of 
the dry climate, but in the Aegean hardly any botanical remains are left. Depictions 
of plants in Aegean art are more focussed on aesthetics rather than accuracy and 
Aegean art was quite selective in what it depicted. Typical plants for Aegean art are 
croci, ivy, poppies, roses and lilies.285 Plants and animals also played an important 
role in Egyptian art, but they were mostly accurately represented, because the 
Egyptians believed that depictions had some sort or role in the afterlife.286 In 
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Egyptian society the order of the universe played an important role and this was 
also reflected in Egyptian art and architecture. Buildings and gardens were often 
designed in symmetrical shapes and in even numbers. The most popular plants in 
Egyptian art were the palm tree, the pomegranate tree, olive trees, the sycamore tree, 
vines, cornflowers, lettuce, papyrus, the lotus and water lilies.287  
The plants depicted at Amarna are not very conventional. Petrie also noticed 
that the plants depicted on the pavements did not agree with the conventions of 
Egyptian art: “It is noticeable that there are not any geometrical ornaments, nor 
indeed any conventional forms, in the whole of these designs”.288 Because the plants 
do not have geometrical shapes Petrie suggests that the artists painting them could 
not have come from a country where geometrical shapes were an important artistic 
theme, but he also notes that some of the plants were depicted in the traditional 
Egyptian way, such as the lotus and the papyrus, and that the artist thus must have 
had knowledge of Egyptian art. But besides the classic Egyptian depictions of lotus 
and papyrus, we also find more unusual flowers such as waz-lilies. And at Amarna 
there are also columns which have depictions of vines on them, a kind of decoration 
unique in Egypt. Normally columns depict papyrus or lotus flowers. The branches 
of the vine twisted around the column and the leaves sprang out in all directions.289 
The Great Pavement at Amarna actually has several plants which are 
depicted in a non-conventional way, such as a bush with red flowers (Plate 23). It 
does not grow straight as one might expect in Egyptian art, but it branches out in all 
directions. Not all the red flowers grow on the end of the stem, some also grow 
halfway down the node.290 The flowers resemble the way in which poppies are 
depicted in Egyptian art, but in Egyptian art they grow straight, with single stems 
and not on a bush. Weatherhead describes the plants depicted on the pavements 
found at Amarna as poppies and cornflowers.291 Poppies are also seen in Aegean art 
and plants are generally depicted in a more wildly growing way in the Aegean 
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artistic tradition. It might be possible that this plant is a combination between the 
way a poppy was depicted in Egyptian art and in Aegean art.  
But that is not the only wildly growing plant depicted on these pavements. 
There is another plant with smaller leaves and blue flowers which have a similar 
shape to that of a papyrus plant. Weatherhead suggests that this might be a 
cornflower, but cornflowers would normally be depicted in a realistic way in 
Egyptian art and are therefore easily recognizable.292 And there are other instances at 
Amarna and Maru-Aten, where the cornflower is drawn in the traditional way.293 
Petrie is talking about a thistle which has “admirable freedom of the branching”294 
However, it seems unlikely that this would be a thistle, since a thistle would not 
have smooth leaves. The way in which this shrub grows is actually quite similar to a 
myrtle shrub depicted at Knossos in the House of Frescoes.295 There is also a plant at 
Tell el-Dab’a, which Morgan describes as being a myrtle shrub, based on parallels 
which can be found in Aegean art. The myrtle shrub at Tell el-Dab’a is painted in 
blue, the colour that is often used for plants in Aegean art, however, the plant at 
Amarna is green with blue flowers.296 Maybe this plant is also a combination of 
Egyptian and Aegean art, since in real life a myrtle plant does not have blue flowers 
at all. Maybe the artist was inspired by the way the plant was depicted in Aegean art 
and therefore decided to depict the plant with blue flowers and growing more 
wildly. 
However, this does not mean that none of the plants at Amarna or Malkata 
were depicted in blue. Behind the calf depicted in the marshes at Malkata there is a 
papyrus plant depicted in blue and red.297 And on another fragment found at 
Malkata, there is a duck depicted next to another blue papyrus plant.298 At Maru-
Aten there are also depictions of blue papyrus, but at the same time some of the 
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papyrus is also depicted in green (Plate 24).299 It would be possible that the green 
used for some of these plants has turned from green to blue over time, but why 
would only some of the green have turned blue? There are also rosettes painted in 
the same blue colour at Malkata and it seems unlikely that they were initially 
painted green, since are a motif which originated in the Aegean artistic tradition and 
they would never be painted in green.300 At Maru-Aten there is another scene with 
blue and green papyrus depicted together with an ivy plant, a plant which is 
popular in Aegean art and is also depicted in the House of Frescoes at Knossos.301  
The paintings at Amarna seem to be a combination of Egyptian and Aegean 
artistic traditions. The flying gallop poses of several animals, the poppies, waz-lilies, 
the blue papyrus and the wildly growing plants seem to be influences coming from 
the Aegean artistic tradition. While the papyrus in itself together with the lotus and 
the water lilies come from Egyptian art. The lion attacking a bull also seems to be a 
hybrid motif; the lion, which is an animal which you would expect in Egypt rather 
than on Crete, is depicted in flying gallop while attacking a bull, a popular animal in 
Aegean art.  
Amarna is rarely named in combination with the other Aegean style paintings 
in the Eastern Mediterranean. Maybe because there are not very many obviously 
Minoan motifs to be found on the pavements or maybe scholars think the Amarna 
art cannot be compared to other art. Art during the Amarna period was different 
than Egyptian art during the other periods, but that does not mean that there could 
not have been any influence from any other artistic traditions. The Amarna archive 
shows that Egypt was in contact with the other empires of the time and that it 
belonged to the club of powerful rulers. So the contact between Egypt and the rest of 
the Mediterranean must have been there. And Akhenaten saw himself as a powerful 
man, who was able to communicate with the Aten. Why would he not be interested 
in displaying prestigious art? Akhenaten decided to only worship one god, the Aten, 
and this lead to some conflicts with the priests of Ancient Egypt. Akhenaten was 
breaking with the old and starting something new, including breaking with the old 
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artistic conventions and making new ones. But that does not mean he could not have 
used elements from other artistic conventions, since they did not form a threat to the 
power of the Aten. It could actually add to his new conventions. It did not remind 
people of the old Egyptian gods, since it was something they had hardly seen before. 
Therefore, I do not think that Amarna should be excluded from the list of Aegean 
style paintings. Art during the Amarna period was unconventional, but that does 
not mean one cannot recognize the Aegean conventions within it.  
 
At all six sites we see Aegean elements in combination with elements from other 
artistic traditions (Table 1). In some cases we even see the same motifs occur at 
different sites, such as the spiral frieze, the griffin with spirals on its wings and blue 
plants. There are some clearly Aegean motifs, but other elements do not fit into the 
Aegean artistic tradition, while yet some other motifs seem to be a hybrid form 
between the Aegean artistic tradition and the Egyptian and Near Easter artistic 
traditions.  
Acculturation takes place when different cultures come into first-hand contact 
with one another.302 However, there are several forms of acculturation and even a 
mix between several forms is possible.303 The result of acculturation is acceptance, 
which in some cases means that the acculturation starts to take over the greater 
portion of one culture and the members of that group are accepting of this, which 
then results in assimilation of the behaviour and values of the culture with which 
they had contact with. This means that when two cultures come into contact with 
one another, one of them gets lost.304 This clearly is not the case with the Aegean 
style palatial paintings, since we are dealing with multiple artistic traditions and no 
artistic traditions get lost. Another form of acculturation is integration, the cultures 
accommodate one another and individuals would have to be proficient in both 
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cultures.305 This could be the case with the Aegean style paintings. However, it 
remains unknown where the artisans came from who painted these paintings or if 
they were truly proficient in multiple artistic styles.  
When there is fusion, the cultures come together and form one new culture.  
This is not the case with the Aegean style paintings as a whole; they do not form a 
whole new artistic tradition together. However, some motifs do fuse together to 
form a hybrid motif and the paintings as a whole are also hybrid. Then there is 
separation, in which the cultures exist on their own, next to one another with not 
much interaction.306 In this case one only has to be proficient in one culture. 
Although some of the artistic motifs seem to exist alongside each other, there are 
also some hybrid forms to be found in the Aegean style paintings and they do exist 
in the same scenes. Although it might be possible that Aegean artists and indigenous 
artists both worked on these paintings together, each working on their own artistic 
tradition, one would expect to see more differences in painting style if that were the 
case. And that would not explain the hybrid motifs. Therefore, it seems unlikely that 
this took place in these paintings. Another option is marginalisation, which is when 
a group gets left out of the process and because of this starts to lose its identity. This 
is also clearly not the case with the Aegean style paintings. And finally there is 
counteracculturation in which a culture tries to return to its original state.307 This 
also does not apply to the paintings used in this study, since none of the cultures 
was lost in the first place.  
The different artistic traditions exist alongside each other in the Aegean style 
paintings. In some cases they remain clearly identifiable motifs which belong to 
either one of the artistic traditions, in other cases the motifs fuse together to form a 
new motif. The Aegean style paintings appear to be a combination of integration, 
separation and fusion. The motifs are integrated to such an extent that they together 
form one harmonious scene, but they are separated enough to recognize them as 
separate motifs belonging to a certain artistic tradition. However, some motifs seem 
to be a fusion between artistic traditions, such as the blue date palms and brown 
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dolphin at Qatna and the poppy and myrtle plants at Amarna as well as the water 
lilies at Malkata and Amarna. And the entire paintings are a fusion between the 
three artistic traditions.  
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Chapter 4: International Style 
Within archaeological and historical studies, style tends to get linked to a particular 
culture and often also to a geographical area. But during the Late Bronze Age there 
was a group of objects which featured motifs that did not clearly belong to any 
particular national style. There has been much discussion about these objects and 
their origin, since the features used for these objects did not stick to cultural and 
geopolitical boundaries.308 The idea of a shared repertoire of artistic motifs in the 
Eastern Mediterranean during the Late Bronze Age has interested scholars for a long 
time, because in order for this level of transference of motifs to take place between 
these artistic traditions, the sharing of motifs needed to take place on a large scale.309 
However, it is not entirely surprising that this group of objects was produced during 
the Late Bronze Age, since this time period is known for its international relations.  
In 1947 Helene Kantor suggested that the best way to investigate cross-
cultural influences was by looking at artistic features and their evolution, instead of 
focussing on the place of origin.310 In 1965 William Stevenson Smith introduced the 
term “international style” for the shared characteristics he found in some of the art of 
the Late Bronze Age. Stevenson Smith used the term to refer to a group of small, 
costly objects, such as cylinder seals, ivory panels, silver bowls and gold vessels, 
which covered a wide range of functions and which dated from the sixteenth to the 
twelfth century B.C.311 He also thought that the objects were part of the gift exchange 
which took place between the rulers of the Late Bronze Age.312 Another 
characteristic of these objects was that the combination of multiple foreign motifs 
made it difficult to determine the place of origin of the object.313  
The existence of the international style remains unchallenged, but which 
objects belong to the international style remains problematic. Stevenson Smith had 
pointed out that there was a group of objects with similar characteristics with a style 
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that was a combination of Aegean, Egyptian and Near Eastern and introduced the 
term “international style”, but did not provide a clear definition of the term.314  
In 1989 Janice Crowley contributes to the definition of the international style 
by stating that what defines the international style is its inability to categorize it as 
one particular artistic tradition, but that at the same time it is clear that the objects 
clearly form a coherent group. Crowley agreed with Smith’s findings of the 
international style, but thought that one criterion should be added, namely that the 
pieces should have a cohesive style.315 Although according to Crowley it would be 
even better to replace the term international style. Crowley thinks the term covers 
too wide a range of objects and therefore is not specific enough. According to her a 
style suggests cohesive designs which derive from a particular school of artists, but 
this is not the case for the group of objects Stevenson Smith is referring to. Crowley 
proposes to use the term “international repertoire” instead. Crowley identifies two 
sub-categories within the international repertoire; the ornate international style 
which has a certain standard repertoire with elements like animals attack scenes, 
flying gallop, mountain view perspective and a frieze with either running spirals or 
rosettes and a severe international style which does not necessarily comply with the 
standard repertoire of the ornate international style, but it does have a common style 
which is a combination of various motifs, just not as strictly defined as the ornate 
international style.316 
Feldman describes an international tradition as a “small number of luxury 
works whose culturally hybrid motifs, shared compositional devices, and common 
repertoire of materials and object types conspire to elude attribution to any one 
particular region”.317 They are luxurious objects with a restricted common repertoire. 
Although the individual motifs can still be recognized and the tradition from which 
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they originally derive is also clear, it remains difficult to determine to which artistic 
tradition the imagery as a whole belongs.318  
Caubert describes the international style as a way to display privileged status 
and the circulation of exotic materials and complex technologies in the Eastern 
Mediterranean.319 One of the main characteristics of the international style according 
to Caubert are the reoccurring motifs, such as interlocked patterns, spirals, lions, 
griffins and sphinxes. And the human figures that are depicted show freedom of 
movement. In the animals the same freedom of movement can be seen, for example 
in the flying gallop.320 
Niemeier and Niemeier do think that Alalakh, Tel Kabri and Tell el-Dab’a are 
part of an elite koine, because they show artistic, technological and iconographical 
similarities.321 But they see this as a separate group, not as part of the international 
style. This might be due to the fact that Bietak classifies the fresco paintings at Tell 
el-Dab’a as “Minoan” and does not acknowledge that there are multiple artistic 
traditions represented in those paintings.322 Niemeier and Niemeier also characterise 
the paintings at Alalakh, Tel Kabri and Tell el-Dab’a as “Minoan fresco paintings”. 
They do recognize that there are also nature scenes in a similar style at Malkata and 
Amarna, but they do not add these to the elite koine, because they “certainly were 
not painted by Aegean artists”.323 They see this elite koine as something that pre-
dates the international style, as something that was too early and too short lived to 
actually be a part of the international style. 324 They see the Aegean style paintings as 
purely Minoan paintings with only one artistic tradition being represented.  
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319 A. Caubert, ‘The International Style: A point of View from the Levant and Syria’, in: E.H. 
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323 Niemeier and Niemeier, ‘Minoan Frescoes in the Eastern Mediterranean’, 96. Note: Qatna 
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Shaw also mentions a connection between Tell el-Dab’a, Alalakh and Tel 
Kabri and notes that throughout history there are several examples of hybrid 
international styles, but does not mention these paintings being a part of the 
international style of the Eastern Mediterranean.325 Thus, she does recognize that the 
Aegean style paintings contain hybrid motifs, but does not categorize them as being 
part of a larger hybrid international style.  
There is also discussion about which term to use for these shared 
characteristics: international style, international tradition, international repertoire or 
international koine. Several scholars have tried to define this group of objects, but 
there still is not a general consensus on the term or the definition.326 According to 
Feldman the term style refers to certain details which may be indicative of a certain 
individual or workshop making a certain object or piece of art, while tradition 
describes the themes and techniques which are used in a larger geographical area.327 
But the term style goes further than just one individual or one workshop. Other 
artists could also be inspired by someone’s work and copy it or adopt a certain style. 
It could represent an entire period in art history. One would expect that a tradition 
would last multiple generations and that a style would only last one. But a style can 
also last multiple generations, take pop art for example, popular in the 1950’s, ‘60’s 
and 70’s. It has gone somewhat out of fashion nowadays, but that does not mean 
you’ll be unable to find any pop art in a museum or art gallery. In 2015 the Tate 
Modern museum in London still had an exhibition on pop art.328 
As mentioned before, the terms national and international are not ideal, since 
it suggests that there were clearly defined nations during the Bronze Age, while it is 
actually meant to describe a large group of people who share the same language and 
culture and live in the same geographical area. However, there are no good 
alternatives for these terms. There are several terms for the same phenomenon, but 
they all refer to the same thing: works of art with similar motifs and hybrid designs 
dating from the Late Bronze Age. Crowley even suggests sub-categories within the 
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international repertoire, but since the criteria of this repertoire are not clearly 
defined yet, it is too early to start dividing it into smaller sub-sections. The definition 
of the term international repertoire  or international style would need to be defined 
first. It would be better to stick to one term, instead of four. Terms are used to refer 
to something in such a way that it is commonly understood what is meant by the 
term, but using multiple terms for the same phenomenon might not actually clear 
anything up and will just cause confusion. Countries and diseases are often named 
by the person which gets there first and makes the “discovery”. Unless there would 
ever be a way to avoid using the term international and still use a concise term, it 
would be better to stick to the term international style.329  
There are different levels of acceptance when it comes to motif transference. If 
the motif is used in the adoptive artistic tradition, but is not incorporated into the 
overall design and therefore remains a separate exotic item, this is called the 
intrusive element level. The next level is that of the incorporated element where the 
indigenous artistic tradition and the adopted motif form a cohesive design. In this 
case the exotic motif will be modified to fit within the adoptive tradition. Examples 
of the incorporated element are the sphinx, griffin, the rosette, the quatrefoil, the 
spiral designs and the flying gallop. There are also motifs which will sometimes be 
used as an intrusive element, while at other times they are an incorporated element, 
such as the bull sports, the rocky landscape and the marbling pattern.330 
Most of the motifs used in the international style derive from the Egyptian, 
Mesopotamian or Aegean artistic tradition. Motif transference in strong artistic 
traditions is not very common, exotic motifs only become an incorporated element 
when it is seen as useful and there is no direct alternative for it within the national 
style. Since Egypt and Mesopotamia both had a strong artistic tradition, it is not 
surprising that they would only consider a few exotic motifs to be useful. The artistic 
traditions in Syria, Anatolia and the Aegean are not as strongly defined, but they are 
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therefore more likely to experiment with their art. It is easier for exotic motifs to 
reach the incorporated element level within these artistic traditions. Thus there are 
two levels of acceptance: either the intrusive element retains most of its character 
and is inserted into the adoptive artistic tradition or the exotic motif is adapted until 
it fits better into the national style and becomes an incorporated element.331  
Just a few Aegean motifs made it into Eastern art. It seems that mainly 
unusual motifs were used which had a sense of novelty in the Near East and Egypt, 
such as the flying gallop to show the power and movement of the animal, rather 
than have it stand on the ground line. The same can also be seen the other way 
around. Only certain motifs from the East were used in the Aegean. The Aegean 
artistic tradition only seemed to accept those motifs which were compatible with the 
already existing artistic motifs. The Aegean artistic tradition participated in the 
international style by contributing motifs to the international style such as the flying 
gallop and the different spiral designs.332  
The artistic traditions of the Eastern Mediterranean are often seen as two 
separate groups with the Aegean iconography on the one hand and the Near Eastern 
and Egyptian artistic traditions on the other. However, this study shows that these 
traditions should not be seen as two opposing groups, but as different national 
traditions which could also come together to form a hybrid iconography, which is 
seen in the international style, and a shared technology when it appears in the 
Aegean style palatial paintings.333 This level of transference produced a Late Bronze 
Age repertoire of motifs which was used across the different artistic traditions. The 
Aegean, the Near East and Egypt all contributed motifs to this new repertoire and it 
was used alongside their own national artistic traditions.334 The primary agent for 
the arrival of such a group of objects was the international political climate during 
the Late Bronze Age.335 Art that is part of the international style has various elements 
which derive from different artistic traditions which have been combined with one 
another to form a cohesive design, which cannot be assigned to any particular 
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national style. Thus being a style that crosses cultural borders.336 The two main 
themes found on the luxury items of the international style are that of nature and 
scenes with some form of an attack.337  
 The objects which are classified as belonging to the international style are 
characterised by a common repertoire but also by the fact that it is almost impossible 
to determine where the objects were made due to the hybrid style used. Although 
the place of origin of the Aegean style paintings is not up for discussion, since they 
are immovable objects, but the origin of the artists who created them is. Because the 
motifs which were used were often blended together and the place of origin of the 
objects unknown, it is not surprising that it remains difficult to clearly define the 
international style. Due to the extensive hybridism of the objects it is difficult to 
attribute them to a certain region.338  
The Aegean style paintings comply with most of the criteria that have been 
connected to the international style. They form a coherent group of palatial paintings 
which are a mixture of different artistic traditions. The main themes used in the 
international style are nature and attacking scenes and in the Aegean style paintings 
we mostly see nature themed scenes, but we also have a lion attacking a bull at 
Amarna, hunting scenes and bull leaping scenes at Tell el-Dab’a. Another criterion is 
the combination of Egyptian, Near Eastern and Aegean motifs, all of which can be 
found in these palatial paintings. This mixture of artistic traditions means that the 
objects which belong to the international style cannot be categorized as one 
particular artistic tradition and the same can be said for the Aegean style paintings. 
The Aegean style paintings do form a cohesive design. The nature scenes form a 
united whole with elements from different artistic traditions. And the hybrid motifs 
might have been created to fit better into the design and thus became incorporated 
elements. 
The Aegean style paintings tick almost all the boxes when it comes to the 
criteria that Caubert has set: they are a way to display a privileged status and they 
use complex technologies by using the al fresco style together with motifs from 
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different artistic traditions. In this case the Aegean has contributed more than just 
some of the motifs used in the paintings, it also contributed the technique. And the 
Aegean style paintings contain motifs which are also seen on other objects which 
belong to the international style, such as spirals, lions, griffins and freedom of 
movement through the flying gallop.   
The objects belonging to the international style are all fine and expensive 
objects and probably belonged to the elite.339 The Aegean style paintings might not 
be made out of precious materials, but one did need artists who where proficient in 
working with the al fresco style and knew motifs from different artistic traditions. 
Thus, not only the paintings themselves were a precious commodity, but also the 
artists who made them. Maybe the objects were not just created for the elite to own, 
but was the hybrid iconography created to express the status of the elite. A new way 
to show prestige and to show that one belonged to the club of powerful rulers by 
having paintings that no one outside the club seemed to have, since they were such a 
unique combination of artistic traditions.
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Conclusion 
This study has looked at the three areas that Janice Crowley has set for the study of 
iconographic interconnections: reassessment, connections and acceptance. This study 
has reassessed palatial art at six archaeological sites throughout the Eastern 
Mediterranean. It has expanded the group of the so-called “Minoan fresco 
paintings” by adding Malkata and Amarna to the four sites of Qatna, Tel Kabri, 
Alalakh and Tell el-Dab’a that were already on the list. Not only should this group 
be expanded from four to six sites, it should also no longer be seen as only belonging 
to one artistic tradition, and therefore the term “Minoan fresco paintings” is no 
longer appropriate. These Aegean style palatial paintings are a mix of the artistic 
traditions of the Eastern Mediterranean.  
This study has also redefined the intercultural connections within the Eastern 
Mediterranean by looking at the different motifs used in these paintings. The 
artisans who painted these palatial paintings were not only proficient in the Minoan 
artistic tradition; they also knew the Near Eastern and Egyptian artistic traditions. 
And in order for this level of motif transference to take place, extensive contact 
would need to have taken place, since it would have been very difficult to transfer 
the motifs and the technique indirectly.  
And this study has also established which motifs were accepted and used in 
these Aegean style paintings and which motifs were rejected. These Aegean style 
paintings do not only display the Aegean artistic tradition, but it is the dominant 
style in these paintings and the technique used in these paintings also derives from 
the Aegean. The fact that the Aegean artistic tradition is the dominant tradition 
made these paintings more exotic, since the Aegean artistic tradition was not one of 
the strongly established artistic traditions. This makes the term “Aegean style 
paintings” more appropriate, since the Aegean artistic tradition was the most 
prevalent tradition in these paintings. However, the motifs used in these paintings 
are a combination of Aegean, Egyptian and Near Eastern motifs. They are a form of 
hybrid palatial art and they reflect the international connections that took place 
during the Middle and Late Bronze Age. During the third period of motif 
transference, which took place between 1700 and 1600 B.C., there was direct contact 
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between Crete, Greece, Egypt and the Near East. And during the fourth period of 
motif transference, between 1400 and 1200 B.C., the sharing became more extensive. 
The Aegean style paintings fit within this framework of motif sharing and extensive 
international contacts.  
But this study has gone beyond the three areas which Crowley has suggested 
for iconographical research. It has also examined the order in which the Aegean style 
paintings were painted. But the difference in absolute and relative dating makes it 
impossible to say for certain when the sites were painted and therefore it is not 
possible to say in which order they were painted. With the evidence that is available 
now it is clear that these paintings are only produced during the Middle and Late 
Bronze Age in the Eastern Mediterranean and that they are found in palatial 
buildings. Palaces are an expression of the power and authority of the ruler. The fact 
that the rulers of these areas wanted to all have these unfamiliar motifs displayed in 
their palace shows that these paintings were a sign of prestige. There were no 
Aegean settlements at these sites, so this cannot be the explanation for the Aegean 
style paintings. The combination of artistic traditions forms a unique, cohesive style 
that is not seen in any other paintings. And this time period is known for its 
international relations. These paintings were the ultimate way of showing that these 
rulers were a part of a small elite club of powerful rulers, which reigned over the 
Eastern Mediterranean during the second half of the Bronze Age.  
Another question that this study has addressed is the origin of the artists. 
Unlike the other objects in the international style, the origin of the Aegean style 
paintings themselves is not up for discussion, since they are immovable objects. But 
the origin of the artist who have produced these paintings is part of the debate. 
However, there are no written sources on these Aegean style paintings, despite the 
amount of letters which have been found in the different archives of the time. They 
might have been Aegean artists traveling throughout the Mediterranean, or they 
might have been trained in the Aegean after which these artists returned to their 
respective homelands to use this new found knowledge. Maybe these paintings were 
not part of the gift exchange and were made by local artists who were trained in 
multiple artistic traditions. In that case there would not have been any letters on the 
artists in the archives. But it is also possible that they were traveling artists and they 
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might even have been part of the gift exchange, but either no letters on this subject 
were exchanged or these letters have been lost. 
The central question that has prompted this research is whether these Aegean 
style paintings, which are found in the Eastern Mediterranean, are a part of the 
international style. The international style is a combination of the Near Eastern, 
Aegean and Egyptian artistic traditions and this can also be seen in the Aegean style 
paintings. For example, in Qatna we see blue palm trees with dates as well as 
papyrus plants. The dolphin is painted in a brown colour and there are also 
depictions of turtles and a crab. But there is also a spiral frieze and a rocky 
landscape. The common set of technological features requires a common level of 
knowledge of the artists. And this common level of knowledge led to a coherent 
group of palatial paintings. What makes these paintings unique are the incorporated 
elements, the hybrid motifs, the hybrid art as a whole, as well as the use of the fresco 
technique. The most common motifs on these paintings are the griffin, running 
spirals, papyrus plants, a rocky landscape, a red background and plants depicted in 
blue. Not all motifs are found at all sites, but they do have a lot of motifs in common. 
These Aegean style paintings do not take over the existing art or artistic 
tradition of the region, thus there is no assimilation taking place, but we do see 
integration, separation and fusion at the same time. This is surprising since the 
dominant artistic tradition is from the Aegean, which was not as strongly defined as 
the artistic traditions of Egypt and Mesopotamia. Motifs need to be useful for the 
adoptive tradition in order for it to be used as an incorporated element and strongly 
established traditions hardly incorporate other motifs. This shows that the Aegean 
style paintings were seen as prestigious and highly valued by the elite. This can also 
be seen in the other objects of the international style, the objects reflect a privileged 
status. But they also reflect a cohesive style, freedom of movement and use recurring 
motifs. All of which can be found in the Aegean style paintings.  
The international style has two main themes: nature scenes and domination 
scenes. All the Aegean style paintings show nature themed scenes. These are also the 
types of scenes where there are the most hybrid motifs: the dolphin at Qatna, the 
poppy and myrtle at Amarna, the water lilies at Amarna and Malkata, the blue palm 
tree with dates at Qatna and the lion and leopard in flying gallop at Amarna and Tell 
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el-Dab’a. Domination scenes can also be found in the palatial paintings of Tell el-
Dab’a, Malkata and Amarna. There are bound captives at Malkata and Amarna, bull 
leaping scenes at Tell el-Dab’a and a lion attacking a bull at Amarna. That no 
domination scenes have been found at Qatna, Alalakh and Tel Kabri, does not mean 
that they were not there at all, but these palatial paintings are either less excavated 
or of a more fragmentary nature than the Egyptian palatial paintings. Thus, there 
may or may not have been domination scenes at these other sites. The limitations of 
the Aegean style paintings, such as the paintings being fragmented, are the same 
limitations that can also be seen with the source material that we currently have for 
the international style. Some of the objects classified as belonging to the international 
style are also fragmented, or not properly recorded when they were found in early 
excavations. And then there also are the objects that we no longer have, the 
perishable goods such as textiles. These kinds of limitations will leave gaps in our 
knowledge and they should be kept in mind. Nevertheless, these palatial paintings 
and the other objects belonging to the international style do form a coherent group 
with a cohesive style.  
Thus, the definition of the term international style needs to be expanded to 
include the Aegean style fresco paintings. But this also means that the existing 
definition needs to be revised. The art belonging to the international style does not 
only include small, portable objects. It should also include large, immovable objects. 
But the international style can still be seen as a group of luxurious objects or works 
of art, which do not seem to belong to any one particular artistic tradition. It remains 
difficult to establish the origin of the objects or the origin of the artisans who made 
these works of art, since they are a hybrid form of different artistic traditions. These 
objects and works of art share several motifs and form a coherent group.  
Unless we get some clarification about the dating of the Aegean style 
paintings, adding the Aegean style paintings to the international style means that 
this phenomenon did not only occur in the Late bronze Age, but also during the 
Middle Bronze Age, since Alalakh and Tel Kabri date from the Middle Bronze Age, 
while Qatna, Tell el-Dab’a, Malkata and Amarna date from the Late Bronze Age.  
This interdisciplinary study has contributed to our understanding of the 
interconnections within the Eastern Mediterranean during the second half of the 
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Bronze Age. There must have been extensive and direct contact between the Aegean, 
Egypt and the Near East for the transference of motifs to take place. And this study 
has redefined the definition and dating of the international style to include the 
Aegean style palatial paintings. Redefining the definition and dates of the 
international style might mean that more objects or works of art can be added to this 
group in the future. This new definition might help other researchers identify other 
objects or works of art belonging to the international style. Which might give us an 
even better understanding of the interconnections in the Eastern Mediterranean 
during the Bronze Age.   
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Tables 
Table 1: Overview of the motifs found at Qatna, Tel Kabri, Alalakh, Tell el-Dab’a, 
Malkata and Amarna 
 Qatna Tel Kabri Alalakh Tell el-Dab’a Malkata Amarna 
Griffin  ✖ ✖ ✖   
Part of bull   ✖  ✖  
Grass   ✖    
Palm tree ✖   ✖   
Rocks ✖ ✖  ✖   
Turtle ✖ ✖     
Crab ✖ ✖     
Running spirals ✖    ✖ ✖ 
Dolphin ✖      
Fish ✖    ✖ ✖ 
Red background ✖  ✖ ✖ ✖  
Spiral frieze ✖    ✖  
Blue plants ✖   ✖ ✖ ✖ 
Checkerboard  ✖   ✖  
Iris  ✖     
Crocus  ✖     
Poppy      ✖ 
Papyrus ✖   ✖ ✖ ✖ 
Lotus      ✖ 
Water lily     ✖ ✖ 
Waz lilies    ✖  ✖ 
Ivy    ✖  ✖ 
Bull leapers    ✖   
Rosette    ✖ ✖  
Lions    ✖ ✖ ✖ 
Leopard    ✖   
Antelope    ✖   
Ducks     ✖ ✖ 
Domination    ✖ ✖ ✖ 
Flying gallop  ✖  ✖ ✖ ✖ 
Captives     ✖ ✖ 
Maze pattern    ✖   
Floor painting  ✖   ✖ ✖ 
Ceiling painting     ✖  
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Map 1: Map of the Eastern Mediterranean  
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Plates 
 
Plate 1: White grass moving in the wind at Alalakh (Niemeier, ‘Minoan Artists 
Traveling Overseas’, Plate XLVI, b). 
 
Plate 2: Part of the checkerboard floor at Tel Kabri, depicting Iris blossoms (after 
Niemeier, ‘Minoan Artists Traveling Overseas’, Plate LI, a). 
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Plate 3: Part of the Maze Frieze at Tell el-Dab’a (after Bietak, Marinatos and Palivou, 
Taureador Scenes, Figure 59A, page 56). 
 
Plate 4: Pigeons and rosette frieze on the ceiling at Malkata (Courtesy of the 
Metropolitan Museum of Art in New York, accession number 12.180.257). 
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Plate 5: Great pavement at Amarna (after Weatherhead, Amarna palace paintings, 
Figure 12, page 13). 
 
Plate 6: Papyrus plant at Qatna (von Rüden, Brysbaert and Weisser, Die 
Wandmalereien aus Tall Mišrife, Tafel 4). 
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Plate 7: Dolphin at Qatna (after von Rüden, Brysbaert and Weisser, Die 
Wandmalereien aus Tall Mišrife, Tafel 14). 
 
 
 
Plate 8: Turtles at Qatna (after von Rüden, Brysbaert and Weisser, Die Wandmalereien 
aus Tall Mišrife, Tafel 12). 
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Plate 9: Crab at Qatna (after von Rüden, Brysbaert and Weisser, Die Wandmalereien 
aus Tall Mišrife, Tafel 13). 
 
Plate 10: Running spirals at Qatna (von Rüden, Brysbaert and Weisser, Die 
Wandmalereien aus Tall Mišrife, Tafel 1). 
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Plate 11: Dog in flying gallop at Tell el-Dab’a (Salland, Palatial Paintings and 
Programs, Plate 2.27). 
 
Plate 12: Blue palm tree at Tell el-Dab’a (Bietak, Marinatos and Palivou, Taureador 
Scenes, F172, page 89). 
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Plate 13: Ivy plant at Tell el-Dab’a (after Salland, Palatial Paintings and Programs, Plate 
2.41). 
 
Plate 14: Leopard in flying gallop at Tell el-Dab’a (Salland, Palatial Paintings and 
Programs, Plate 2.20). 
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Plate 15: Griffin in flying gallop at Tell el-Dab’a  (Salland, Palatial Paintings and 
Programs, Plate 2.26). 
 
Plate 16: Bull and acrobat against a maze background at Tell el-Dab’a (Bietak, 
Marinatos and Palivou, Taureador Scenes, page 95). 
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Plate 17: Blue half rosette at Tell el-Dab’a (Bietak, Marinatos and Palivou, Taureador 
Scenes, page 51). 
 
Plate 18: Bull and bull-leaper with blue rocks (after Bietak, Marinatos and Palivou, 
Taureador Scenes, Figure 60, page 60). 
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Plate 19: Calf with blue papyrus in the marshes at Malkata (Courtesy of the 
Metropolitan Museum of Art in New York, accession number 11.215.453). 
 
Plate 20: Duck in marshes with rosette frieze at Malkata (Courtesy of the Egyptian 
Museum in Cairo, accession number TR 3.5.27.4). 
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Plate 21: Duck in marshes with papyrus and water lilies at Malqata (Courtesy of the 
Metropolitan Museum of Art in New York, accession number 20.2.2). 
 
Plate 22: Ceiling with spirals, rosettes and bucrania at Malkata (Courtesy of the 
Metropolitan Museum of Art in New York, accession number 11.215.451). 
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Plate 23: Plant with red flowers at Amarna (Courtesy of the Egyptian Museum in 
Cairo, accession number JE 33030.19). 
 
Plate 24: Birds in marshes with papyrus and ivy at Amarna (Peet and Woolley, The 
City of Akhenaten, Plate XXXIX, panel 13). 
